University of Massachusetts Amherst

ScholarWorks@UMass Amherst
Doctoral Dissertations 1896 - February 2014
1-1-2006

Conceptions of art : a case study of elementary teachers, a
principal, and an art teacher.
Kathy A. Miraglia
University of Massachusetts Amherst

Follow this and additional works at: https://scholarworks.umass.edu/dissertations_1

Recommended Citation
Miraglia, Kathy A., "Conceptions of art : a case study of elementary teachers, a principal, and an art
teacher." (2006). Doctoral Dissertations 1896 - February 2014. 5766.
https://scholarworks.umass.edu/dissertations_1/5766

This Open Access Dissertation is brought to you for free and open access by ScholarWorks@UMass Amherst. It
has been accepted for inclusion in Doctoral Dissertations 1896 - February 2014 by an authorized administrator of
ScholarWorks@UMass Amherst. For more information, please contact scholarworks@library.umass.edu.

CONCEPTIONS OF ART: A CASE STUDY OF ELEMENTARY TEACHERS,
A PRINCIPAL, AND AN ART TEACHER

A Dissertation Presented
by
KATHY A. MIRAGLIA

Submitted to the Graduate School of the
University of Massachusetts Amherst in partial fulfillment
of the requirements for the degree of

DOCTOR OF EDUCATION

September 2006
Education

© Copyright by Kathy A. Miraglia 2006
All Rights Reserved

CONCEPTIONS OF ART: A CASE STUDY OF ELEMENTARY TEACHERS, A
PRINCIPAL, AND AN ART TEACHER

A Dissertation Presented
by
KATHY A. MIRAGLIA

Approved as to style and content by:

School of Education

DEDICATION
This dissertation is dedicated to the memory of my parents who nurtured me and set me
on my way, my husband who believed in me, tirelessly read all my drafts, and supported
and encouraged me, and my children who inspired me.

ACKNOWLEDGEMENTS
I would like to thank my advisor Judy Placek for her patience, guidance, and
support. She always gave me sound advice. I would also like to express my gratitude to
the members of my committee, Linda Griffin and Martha Taunton.
Special thanks go to Andrea Houghton and Arlene Mollo for being my critical
friends and to the teachers and principal who agreed to participate in this study.

v

ABSTRACT
CONCEPTIONS OF ART: A CASE STUDY OF ELEMENTARY TEACHERS,
A PRINCIPAL, AND AN ART TEACHER
SEPTEMBER 2006
KATHY A. MIRAGLIA, B.F.A., UNIVERSITY OF MASSCHUSETTS DARTMOUTH
M.A.E., UNIVERSITY OF MASSACHUSETTS DARTMOUTH
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by: Professor Judith H. Placek
This qualitative case study investigated elementary teachers’ concepts of art, their
anxieties associated with art practices, and a principal’s decision making concerning art
in the curriculum. Two in-depth interviews were conducted with 12 participants to
determine their knowledge base, family and educational backgrounds, conceptions of art,
and the relationship with the art teacher. Observations of classroom art activities were
carried out over a period of six months and recorded in a field log. Visual images in the
school building were analyzed for content. Data were analyzed through open and pattern
coding. Through axial coding, clusters of data were organized by commonalities and
patterns arranged around the axis category of teachers’ conception of art. Through the
metaphor of “The Medium of Water” representing teachers’ understanding of art, six
themes were developed explaining the results of this study: 1) Skimming the Surface of
the Water — describes classroom teachers’ inadequate backgrounds. A lack of exposure,
education, and familiarity connected to art knowledge was linked to how art was
superficially conceptualized and valued. 2) Wading in the Shallows -describes
classroom teachers’ shallow conceptions of art. 3) A Choice Not to Dive —describes
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manifestations of classroom teachers' conceptions of art and implementation of art.
Images displayed within classrooms and corridors were found to be predominately
commercially adult-generated and/or student-generated from the art curriculum. 4) Fear
of the Water—describes anxieties associated with the teaching and making of art.
Anxious participants did not consider themselves artistic and used less art in their
classrooms. 5) Unable to Take the Plunge—describes a knowledgeable principal’s
indecision. While being knowledgeable and sympathetic to art, she was unable to make a
case for an art-inclusive program, and 6) Drowning in Responsibilities—describes an
overwhelmed art teacher. Her isolation contributed to an inability to collaborate with
other teachers and responsibility to integrate fell mostly to her. Her teaching objectives
and values did not match with classroom teachers’. All participants’ concerns were
coping with curricular pressures, high-stakes testing, and lack of time in the schedule.
Because of these issues, art was not a priority in this school’s curriculum.
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CHAPTER I
AN HISTORICAL PERSPECTIVE

“Daydreaming, building castles in the air, that loose flux of casual and
disconnected material that floats through our minds in relaxed moments are, in
this random sense, thinking.”
(John Dewey, 1910)

Introduction
Some generalist elementary teachers consider art to be an essential component of
the school curriculum and others do not. Some consider themselves creative and artistic
while others claim they have no artistic abilities at all. Each attitude is important to
understand, as teachers who consider themselves to be creative are more likely to include
art in their curricula as well as advocate for an art specialist to be an integral part of the
curriculum (Oreck, 2000). It is crucial to understand how art in the school curriculum is
understood by teachers and administrators who are non-art educators as they have a
dominating influence in school policies and practices. This case study investigated
generalist elementary classroom teachers’ and the principal’s conceptions of visual art
and how these conceptions affect art in the curriculum in one elementary school.
There are broad cultural and historical reasons that may explain why the visual
arts have been and continue to be marginalized in our schools. These reasons are
connected to what “are considered important human priorities” (Eisner, 1997, p. 3) and
broadly speaking, these priorities and pressures are influenced by patronage, moral codes,
access to education, marketplace demands, and the technological, social, political, and
physical needs of society. Beating the Russians to the moon, earning a living and
economic mobility were, and continue to be, tied to compulsory standards set in our
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schools. “Schools, as social institutions, reflect the values of those who support them”
(Eisner, 1997, p. 21).
Some specific reasons why schools and society consider art an unnecessary
subject is the perception of what is considered intellectual — as well as the kinds of
approaches schools take in that pursuit of knowledge -- and the consideration of what the
outcomes of gaining knowledge might be. One argument leads us in the direction of the
prevailing belief that art is an inferior non-intellectual endeavor, an idea that has deep
roots in the history of western civilization harkening back to ancient Greece. Plato
believed the scientific, rational, and logical mind ranked above the affective and
perceptual operations of the artist. In the last century, psychology and education have
adapted a positivist stance in an attempt to be scientific, objective, reliable, and valid.
Indeed, there has been a virtual take-over by empiricists who believe only in scientific
methodology. For example, Piaget, a well-known and influential scientist, studied the
stages of cognitive development as it pertained to scientific understandings, neglecting
artistic development and metaphorical understandings. His only interest in children’s art
was the demonstration of knowledge illustrated in their drawings (Efland, 2002).
Gardner (1982) takes a broader view of intelligence. While Gardner praises
Piaget for his work as being fundamental in the study of a child’s cognitive development
he also criticizes him for his model of mature intelligence as being solely scientific.
Gardner believes that Piaget’s “view can be seriously misleading to those involved in art
education” (1982, p. 210). Indeed, Gardner posits if one perceives art “as a final stage of
development, one might arrive at a rather different set of elements and stages” of human
development (1982, p. 211).
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While he [Piaget] highlights the advent of concrete and formal operational
thought, rightly perceiving these forms as central to the achievement of the
scientist, he does not focus on other forms of thought, and so he does not confront
the possibility that concrete and formal operations are not directly relevant to the
artist’s task, or the contention that versatility with a medium represents an
extremely sophisticated cognitive achievement. (Gardner, 1982, p. 213)
Nelson Goodman was the founder of Project Zero which was a group that
investigated the use of symbol systems and aesthetics, conducting research in the arts and
education at Harvard University. Later, Howard Gardner would join Goodman at Project
Zero. These men “were among the principal contributors to our current understanding of
artistic development” (Efland, 2002, p. 20). Gardner’s theory of multiple intelligences
was introduced to the world two decades ago, some twenty years after Piaget’s theory
was accepted in the United States. While Gardner’s theory is widely discussed and
studied it has had a marginal impact on schools and the curriculum. Gardner criticized
schools for their narrowness of mind. Schools continue to favor the scientific approach
and the acquisition of factual knowledge -- in particular, verbal, scientific, and
mathematic-products that build on propositional thinking. They also favor “well¬
structuredness as the ideal model toward which all domains of knowledge should aspire”
(Efland, 2002, p. 162). Different kinds of knowledge are classified as ill-structured and
well-structured domains (Short, 1995; Spiro, Coulson, Feltovich, & Anderson, 1988). In
a well-structured domain, such as the sciences or math, “laws, axioms, and theorems link
together to form deductive explanations of given phenomena. Individual cases or
examples which illustrate that phenomena are likely to be uniform with predictability and
consistency across cases” (Efland, 1995, p. 143). Art is less predictable to interpret, to
teach or to learn. This unpredictability in art makes problem-solving, understanding, and
the transfer of learning difficult to teach and could account for one reason why art is
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misunderstood and consequently trivialized or discounted as a serious subject to be
studied in the school curriculum. There
...is a serious lack of awareness of the substantive roles the arts can play in
overall cognitive development. Even those who teach the arts often characterize
their efforts as fostering creative expression—as if the power of imagination were
devoid of thinking or knowledge acquisition. (Efland, 2002, p.7)

The Role of Art in Education
Historical Overview
What is the core belief of educators whose conception of art is a light diversion,
an elective, a break in the day, or mere entertainment? Do educators believe that
imagination is devoid of cognition? How would a teacher respond to such a question?
Would their answers be contrary to their practice? Actions in practice may speak
volumes. Surrounding the many issues and reasons concerning the marginalization of art
in the school curriculum, the lack of understanding that may lead to bias of visual art by
classroom teachers and administrators may be among the many problems. The problem
may be even larger, because, “...were it possible to overcome the biases inimical to art,
educators are unsure of how to use the arts to develop cognitive abilities in children or of
the means for assessing such attainments” (Efland, 2002, p. 7).
Historically, art has played numerous roles in education, and access was
determined by class and gender. Elfland (1990) tells us that throughout time knowledge
of the arts paradoxically has been reserved for either the privileged class or “fit for only
slaves and the children of artisans” (p. 1). The question of art in the curriculum becomes
a case of what we value as a culture. Teachers are the gate-keepers of those values and
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how a society allows access to the arts “tells us something of the character of the society”
(Efland, 1990, p. 4).
Arthur Efland’s (1990) work in chronicling art education in the western world is
significant in studying the often conflicting justification of art in our culture and
educational systems throughout history. These justifications continue to influence the
implementation of art in the curriculum today. Efland examines the roots of teaching art
from the perspective of the ancient Greeks to Post-World War II.
The Greeks viewed art as a didactic instrument and the Romans collected art for
social status. After the decline of the Roman Empire, Greco-Roman educational
perspectives were transmitted to the Middle Ages. At that time, art also served a didactic
purpose by promulgating the Christian faith, while the craft guilds were a function of
trade insuring quality of goods. A change in the conception of the visual arts was
realized during the Italian Renaissance as a humanist perspective took hold along with
the idea of the artist as genius possessing exceptional talents. In the seventeenth century,
the French Academy became an institution that was controlled by the French monarchy
in order to maintain royal doctrines and ideologies as well as the supervision of the
manufacturing of goods. In the United States, Benjamin Franklin proposed that drawing
be included in the subjects taught to children but it never gained acceptance as attitudes
toward the arts were rooted in the Protestant ethic of sparse decoration and encompassed
the view that art served “no useful purpose” (p. 48). The art academies founded in the
Americas established art as an economic means to an end, so that craftsmen could be
educated in design to compete with other countries in manufacturing.
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In more recent times, the cold war and the race-to-space challenged this country
to invest heavily in curriculum reform that focused on the sciences and math. Later,
education responded to the marketplace and the domination of Japanese products.
In embracing “disciplinarity” as the ruling doctrine for curriculum development,
emphasis was given to specialized knowledge to the neglect of knowledge
synthesis and general education...In the aftermath of the “new math”, the “new
physics”, the “new chemistry”... it was discovered that students lacked the ability
to make relevant knowledge application. (Tanner, 1992, p. 5)
Art was either “viewed as a luxury pursuit, having no useful purpose” (p. 48) or was in
the service of state propaganda and economy, losing any status it once had in the
Renaissance to the empirical sciences and the marketplace. These functions and
conceptions of art still persist in current school practice and in the mind of the public. As
one young woman in a college class, with aspirations of being a math teacher, declared,
“Don’t waste my time with art.”
As the twentieth century drew to a close, and after decades of championing the
arts as essential in our schools, art educators still found themselves engaged in securing a
position for art in the curriculum. Over thirty years ago. Gene Mittler (1975) bemoaned
the lack of status the art curriculum maintained. In 1993, Apple observed that
traditionally “art has been relegated to an expendable and essentially extracurricular
position in the school” (p. 3) even though it is part of our daily lives.
The Problem
Art in the School Curriculum
Art sits on the periphery of the school curriculum and this status is an age-old
problem that doesn’t seem to be improving. While there are historical and broad cultural
reasons that result in the marginalization of the visual arts in our schools, there are also a
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myriad of other contributing factors that exist; these include attitudes teachers and
administrators may hold, unavailability of materials and allocated budgets, lack of time in
the daily schedule, unawareness of the educational value that the arts hold, and generalist
teachers’ lack of adequate education in the visual arts. The construction of teaching and
learning in our schools concerning all subjects is the responsibility of the whole school
community, all teachers, administrators, students, parents, school committee and citizens
living and working in that school district assuming responsibility in the understanding of
what a well-rounded education entails. It can not be left solely to each specialist to
advocate for his or her own subject area. Each community member must understand the
necessity for each subject and help advocate and implement that subject. It is for this
reason that I chose to study an entire elementary school and the members of that school
as a bounded system concerning how the members of that bounded system construct their
beliefs about the teaching of art in that school. “Not only is art education affected by the
values held by those who control school programs, but education itself is so affected”
(Eisner, 1997, p. 3).
The lack of allocated funds and scheduling send a message to students and to the
community that art is extracurricular, unimportant, and not an integral part of a student’s
education. It is not seen as part of the “real business of schools.” The amount of time,
resources and professional development that are assigned to a subject designates its
importance in the curriculum and because art often receives less instructional time, it will
continue to be viewed as a “frill” unless the total school community includes art in its
daily activities (Apple, 1993). Schools focus too narrowly on the basics in an attempt to
be accountable to the No Child Left Behind Act (NCLB,-2001), foregoing the rest of a
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child’s basic education that should include the arts. The irony is that, in most states and in
the No Child Left Behind Act, art is a mandated component of the curriculum but
effective scheduling, resources, and expertise in the arts vary across states and districts.
Standards are important to insure that all students have equitable opportunities to learn
and, as Laura Chapman (2005) tells us, standards also have symbolic importance when
considering school culture as they “express a social-cultural commitment to at least two
principles: (a) the arts are worthy human achievements, and (b) the arts are sustained
across generations when studies in them are widely available in public school” (p. 120).
More recently, a troubling report by the National Association of State Boards of
Education (2003) warns that arts instruction has been marginalized and is at risk for

being eliminated.
The teaching of art in American schools has seldom been and is not now a central
aspect of school programs. Most Americans view the arts as peripheral rather
than central to the educational process as it occurs under the auspices of the
school. (Eisner, 1997, p. 1).
The Art Teacher or Specialist
Ail teachers often feel that the importance of art in the curriculum is overlooked
while other subjects take precedence. The scant amount of money, space, and scheduled
time with students that are allocated to the visual arts indicates that art in the school
curriculum is not considered as important as other subjects. James Gray and Ronald
MacGregor (1991) are of the opinion that teachers of art, design, and crafts have certain
complaints in common which include “neglect at the hands of the public, administrators,
and even their peers” (p. 281). The problem that presents itself, as a result of this
marginalized status, is that an elementary art specialist typically may spend only forty to
fifty minutes with each class, once or twice a week, or as little as half an hour every other
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week, or there may be no art specialist available at all. An elementary art teacher or
specialist may also share space with other programs and teachers. The art teacher
encounters a host of difficulties in providing a consistent program when faced with a
schedule that limits contact with students as well as space and materials. Considering
these obstacles, an art program would have difficulties reaching its zenith without the
collaboration of both art teacher and classroom teacher. Even in the best of situations the
classroom teacher needs to provide momentum and continuity between the art teacher’s
visits.
Furthermore, unless the classroom teacher assumes an active role and joins with
the art specialist in the development and implementation of the art program, art
classes may produce little more than frustration for the harried art teacher, coffee
break for the classroom teacher, and pleasant but superficial diversion for
students. ( Mittler, 1975, p. 188)
The Classroom Teacher
Since art teachers do not spend the same amount of contact hours and time on task
with their students as teachers in other subject areas, a partnership should develop
between the generalist classroom teachers and the art teacher in order to provide
continuity in the arts. The art teacher can provide the expertise in art content, pedagogy
and materials. The classroom teacher can model an interest and positive attitude in art
and provide information about their students to the art teacher (McKean, 2000; Mittler,
1974, 1975). In some instances, art is addressed only when the art specialist holds class.
Yet, in other schools art may be taught only by non-specialist teachers, especially at the
elementary level. Whether art teachers and generalists teachers work in partnership or, as
in some schools, generalist teach art themselves, the question must be asked if pre-service
college education programs prepare generalist teachers to teach art or advocate for art.
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Mittler (1974) reiterates that classroom teachers are in the position of influencing
the success or failure of students’ art education by virtue of the teacher’s positive or
negative attitude towards art. “It is often worth noting that a teacher’s unconscious
attitudes can and often do influence students as deeply as their more conscious thoughts
and actions” (Mittler 1975, p. 191). Responsibility in education never rests on one
person’s or teacher’s shoulders. McKean (2000) advocates for the “inclusion of the arts
in everyday curriculum in combination with teaching by art specialists” so the goal of a
comprehensive arts program may be realized for all students (p. 178). Thus, it then falls
to the classroom teacher to implement art into the curriculum by integrating art with core
subjects or by teaching art as a discreet subject.
Administration
The effectiveness of an art program depends not only on a strong partnership
between the art teacher and the classroom teacher, but also on the principal, school
administration, and parents. Administrators support the arts by building a positive culture
in the school, providing space to teach and exhibit, providing equitable scheduling,
involving parents, as well as allocating the funds to implement an effective art program.
School principals are part of an administration that also includes school board
presidents and superintendents. Teachers who want to advance their careers may choose
to become part of the administrative team of principals or superintendents. It is
reasonable to assume that these teachers will bring the knowledge and experiences from
the classroom into an administrative position. Principals make administrative decisions
everyday that reflect how art will be effectively implemented within the school
curriculum, and shape attitudes about art in the general culture of the school. These
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decisions may be predicated on their beliefs and attitudes carried with them from their
former positions as teachers; therefore, school principals’ and teachers’ attitudes towards
art are related and are of interest as influencing advocacy for the arts in education. Mick
Luehrman’s descriptive study of school principals begins with the premise that these
administrators’ “beliefs about the value of art and art education have potential to affect
the status of visual art within the school’’ (p. 197, 2002).
Art teachers, policy makers, the public, higher education, and school
administrators have varying opinions of the definition of art education. These
discrepancies are manifested in the ways art education has been presented in theory and
the ways in which it has been implemented into the classroom curriculum. These
discrepancies may have an impact on the art curriculum and how it ultimately is
executed. A dissonance exists between the school’s academic and behavioral goals and
how art is perceived by the classroom teacher and administrators. Art does not share
intellectual status in the school’s curriculum. Intellect, as a primary value of education, is
often excluded from the definition of art (Bresler, 1992). Schools are committed to high
achievement in test scores and attainment of knowledge, yet classroom administrators’
and teachers’ views of art ignore the cognitive aspects and its intellectual substance
(Bresler, 1992).
The learning opportunities provided, the kind and quality of arts programs in
educational settings as well as in the media, the place of the arts in the broader
school and societal values, all play an important role in shaping learning. (Bresler,
1992, p. 399)
Rules, accountable results, and product are what schools value and this value
system is at odds with the exploratory and experiential nature of art. Art requires the
integration of different content and pedagogy that classroom teachers typically are not
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experienced in, or educated in and requires extensive training and “consciousness
raising” (Bresler, 1992). In order to determine what is essential to educating teachers to
become effective arts facilitators, we must understand their attitudes toward art and
uncover the factors that motivate or undermine their success in implementing artistic
methods and approaches in their teaching. It is imperative to develop a positive attitude
and knowledge base in the arts so that in-service teachers can “recognize their
responsibility to foster positive attitudes toward art and provide an environment
conducive to learning in and through art” (Mittler, 1975, p. 192) while strengthening their
relationship with an art specialist. In looking at the school as a unit or whole community,
we are then asked to consider the following:
The comprehensive breadth, quality and relevance of the art experiences that are
provided for art students now is likely to have repercussions for attitudes later in
life, and, as a result, the future status of art and art education within the school,
the community, and society as a whole. (Luehrman, 2002, p. 211)
What is the mission of our schools? Is the objective of teaching aimed only at a
vocational outcome or are we teaching students to be lifelong learners ? These objectives
are not mutually exclusive but the emphasis of these objectives needs to be examined. In
the context of the school, what role does art play in the curriculum and what is the value
of art as perceived by the members of that school? In summation, the future of art
education is not solely dependent on art educators. The vitality of art in the curriculum
requires understanding and action by all educators. The purpose of this study was to
investigate how the teaching and administrative members of a school community
conceptualized art and shaped how art was valued and implemented in that school. The
significance of this study is in understanding how art is understood and thereby
constructed by members of an elementary school’s faculty as an interconnected
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community of educators. In order to portray the whole picture or Gestalt of how art is
conceptualized in a school, rather than particularizing one group, this study investigated
the following questions:
1. How do in-service classroom teachers conceptualize art in the school curriculum?
2. How do their conceptions of art manifest themselves in the classroom?
3. How do anxieties in the teaching of and the making of art affect the use of art in the
school curriculum?
4. How does an administrator’s background and conception of art affect what decisions
are made concerning art in the school curriculum?
5. How does the art teacher’s conception of art and the role it plays in the school
curriculum differ or match with classroom teachers?
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CHAPTER II
REVIEW OF THE LITERATURE:
PARTNERS IN EDUCATION IN A SCHOOL COMMUNITY

“ Before you are a teacher of art or science or history, you are just a teacher,
which is to say, a person who has a special relationship to children.”
(Edmund Burke Feldman,1970)

Administration. Teachers, and School Environment
Parent, child, teacher, principal-they are all educational partners. In a study of
how art is conceived and practiced by classroom teachers, Bresler (1992) maintains that
the arts operate within a socio-political, educational, and economic context and are not an
“isolated phenomenon” (p. 400). Given that context, the arts are affected by “diverse
factors such as teacher background and beliefs, on the one hand, school culture, goals,
and values on the other” (p.400). This literature review will focus on all the parts of the
school community that influence the teaching of art: first, describing the issues involved
in teaching art and concerns of the art teacher; second, the influences of the generalist
classroom teacher; third, the principal; and fourth, the school environment. The review
will also describe some underlying issues that may contribute to the marginalization of
art in the school curriculum, starting with the pre-service art preparation of generalist
teachers and attitudes, and anxieties these pre-service generalists may have toward the
teaching and making of art. Because the literature is scant on the topic of anxiety in
teaching and making art, the review will include a section that compares anxiety in
another subject, math, with art.
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The Art Teacher
Issues of respect for the art discipline in the school curriculum has been born out
in schooling history and continues to be low priority. Art is among the first programs to
be eliminated or challenged during fiscal crisis and it is among the first to be pre-empted
during high-stakes testing. One local junior high school has eliminated art classes and
replaced it with more math classes in order to bring up underperformance in state math
scores. According to Mittler (1975),
this sort of hasty and not altogether unpredictable action prompts many classroom
teachers to question and perhaps even withdraw any value they may have attached
previously to art instruction. Their reasoning in such instances is painfully clear:
the importance of art experiences in the education of elementary children is highly
suspect if, at the first sign of fiscal stress, its existence is threatened, impaired, or
terminated, (p. 188)
Cohen-Evron (2002) investigated why good art teachers find it hard to stay in the
teaching profession and found that isolation, large class sizes, time management issues,
budgetary and space constraints, and classroom teachers’ and principals’ misconceptions
of how art should be implemented were all reasons for art teachers’ disillusionment. Art
teachers cite being an “unappreciated teacher’’ and being viewed as teaching “an
unnecessary subject as a reason for leaving teaching” (Cohen-Evron, 2002, p. 86).
Art programs in most elementary schools operate under the discretion of the
principal and even the classroom teachers. Some of the problems that elementary art
teachers encounter include the following: not always being consulted about or in charge
of visual displays, the issue of helping children to value art “in light of its devaluing in
the schools” (Gaither, 1998, p. 283), the continuance of itinerant art-on-a-cart programs
especially when there are available classroom spaces, the exclusion of art teachers from
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team meetings, the failure by classroom teachers to acknowledge the art teacher’s arrival
to teach, and not having adequate space to demonstrate or display work (Gaither, 1998).
A Conflict of Agendas. Art teachers understand that they teach a subject that may
not be valued within the school system and is viewed as unimportant (Cohen-Evron,
2002). Bresler (1992) investigated the study of art programs in schools, unraveling “a
chasm between advocacies on the one hand, and classroom practice on the other” (p. 398)
and asks if that rift or chasm of theory into praxis is a failing of advocacy or a failure to
understand art by setting clear curricular goals. Art teachers’ beliefs concerning the value
of art and how art should be taught were formed and constructed in large part during their
pre-service college programs. ‘‘In these art communities, art and artists are regarded
highly” (Cohen-Evron, 2002, p .81). Cohen-Evron (2002) found that art teachers’ ideals
and identities were in conflict with the schools’ agendas and values, and therefore they
could not implement programs that matched their beliefs. When they began teaching,
they encountered a dissonance between their values and the school districts’ values; they
sometimes found that what they believed in and what they did in the art class was
regarded as irrelevant.
Pre-service art preparation programs provide opportunity for focused discourse
and for complex understandings of the subject of art and how to teach it. Art teachers in
Cohen-Evron’s (2002) study, however, felt that classroom teachers did not possess the
same understandings in art since they were not exposed to the same kind of preparation in
art that was rich in content and pedagogy. While both classroom teachers and art
teachers may teach art, they come from different understandings and experiences and
may affect the way the art curriculum is implemented (Thompson, 1997).
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An Isolated Profession. The separation of disciplines in schools isolates teachers
from other areas of study. Most elementary art teachers are a solitary breed, being the
only art teacher in the building. Paul Dunn (1995) cites isolation within the educational
system as the most common complaint among art teachers. Dunn lists four levels of art
teachers’ isolation: geographical, intellectual, professional, and emotional. Isolation and
the inability to collaborate with other art teachers “severely limits specialists’ direct
knowledge of the practice of art teachers in other schools...These same conditions
handicap specialists’ ability to shape arts-based reforms, plan interdisciplinary units, or
integrate art and other subjects” (Chapman, 2005, p. 129). Art is taught as a special
subject removed from opportunities to make connections with other areas in the
curriculum or with other teachers, frustrating art teachers as they may feel that their
concerns are not understood by classroom teachers. This adds to their feelings of
isolation and loneliness, often left with no one to commiserate with or share experiences.
Art teachers feel as though no one knows or sees what they do, and if no one knows then
it can’t be valued (Cohen-Evron, 2002).
Heidi Hayes Jacobs (1989) suggests that schools should not necessarily avoid
teaching distinct disciplines but that they should also “create learning experiences that
periodically demonstrate the relationship of the disciplines” (p. 5). Moreover, “when a
faculty works together to develop relational enhancements among activities that go in the
classroom, education becomes more powerful and meaningful” (Means, 1992, p. 15).
Child-centered educators believe that the intellectual life of a child is not merely
academic but perceptual, physical, and emotional. Life is not divided into separate
academic disciplines; therefore, according to John Dewey (1899), subjects should be
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taught as integral parts of a whole. Working together, making connections across
disciplines, and demonstrating the value of every discipline is not always the reality of
the school curriculum. Jacobs calls this the “polarity issue” (p. 13). High-stakes testing
and departmentalization of school subjects places the responsibility of each discipline on
the teacher who teaches that subject. Many art teachers may find collaboration difficult
given the time constraints, scheduling, the demands of organizing and preparing large
amounts of materials, assessing students’ work, and the lack of support art teachers might
receive from classroom teachers (Chapman, 2005).
Laura Chapman (2005) found, in her analysis of the status of elementary art
education in the United States from 1997-2004, that a typical art teacher meets 555
students a week on average, a typical class is 43 minutes once a week, and about half the
art specialists teaching in the United States teach in two to three buildings a week.
Chapman maintains that conditions, for 42% of art teachers, are less than adequate and
“are less than optimal for coherent guidance of individual students” (p. 125).
Itinerant art teacher participants in Joan Gaither’s (1998) study felt particularly
isolated and devalued. They asked “How can children learn the value of art when they
see us the art teachers teaching out of a closet and trying to make room on the chalkboard
for art in their general classrooms” (Gaither, 1998 p. 307). Furthermore, these art
teachers questioned where the children’s art works were after they left the classroom
teachers’ rooms, and why schools featured a preponderance of adult-generated images
eliminating the voice of the child. Art teachers perceived that classroom teachers and
principals believed the objective of an art program is to decorate “according to holidays”
(Cohen-Evron, 2002, p. 87).
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Teaching Art. Art frequently has more than one answer in the process of learning
or problem-solving and so the application of art concepts can vary in meaning depending
on the context (Efland, 1995). Innovation in a field is preceded by in-depth
understanding. Short (1995) writes about in-depth understanding in an ill-structured
domain, such as art, as a network of concepts and principals to be acquired and retained
about that domain accurately represented by key phenomena and their interrelationships.
These interrelationships of concepts and principles can be adapted and implemented to
accomplish different and innovative objectives, but require a broad yet comprehensive
knowledge base that is both factual and conceptual. This knowledge base, or content
area, in art includes art history, principles and elements of design, aesthetics, critical
analysis or criticism, and art production. A complex interrelationship among these
formal qualities exists and requires a deep understanding of them in order for transfer of
knowledge to new situations to occur or in order for synthesis or higher-thinking to
develop.
Art, as taught by a generalist, has often been presented as something you make,
something decorative, an expressive release, or a way to spend a Friday afternoon when
all the real work has been accomplished. Teaching art is not this uncomplicated; learning
to teach art is a complex operation that requires higher-order thinking. Short (1995) has
studied higher-order thinking and subject matter in pre-service art teachers and found that
almost all the pre-service art teachers that participated in the study exhibited an
oversimplification of thinking in their understanding of art works and lesson planning.
To be effective art educators, aspiring teachers must possess in-depth
understanding of the domain. In-depth domain understanding consists of; (a)
substantial and accurate factual knowledge, comprehensive conceptual
knowledge, and the cognitive flexibility to see numerous relationships between
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the two; as well as (b) strategies to select and transform relevant factual and
conceptual knowledge in appropriate ways to fit diverse requirements of art
viewing and lesson planning. Eleven (61%) of 18 future teachers participating in
this study did not possess these abilities. Despite their advanced learning status
and visual art specialization, the majority of pre-service teachers demonstrated
overly simplistic thinking, shallow understandings, and superficial domain
knowledge. (Short, 1995, p. 118)
If pre-service teachers who have specialized in art are overly simplistic and
possess shallow understandings in the domain of visual art, then it may be doubly
difficult for non-specialist teachers, who have had minimal education in the arts, to
understand the concepts in the domain of art. It is essential to the arts that in-service
generalist teachers, as well as administrators, be more than just supportive or more than
just an advocate for art. As Dikert so aptly puts it “generalists are extensions of
specialized art education programming” (1995, p. 58). Mittler (1974) notes that if an art
specialist must champion the art program alone “his task would be far more formidable
than that of a classroom teacher engaged in a similar endeavor” (p. 10). Because of the
art specialist’s rigorous schedule, it relegates the specialist’s status to “a significant
other” (p. 10). If a classroom teacher exhibits negative attitudes toward art, whether
implied or explicit, the specialist is at a disadvantage to change a teacher’s influence
upon their students ( Mittler, 1974).
The In-service Generalist Teacher
Are generalist teachers prepared to enter into a partnership that requires and
supports the teaching of art? Many classroom teachers feel unprepared to teach art and do
not altogether understand why they should teach art. In-service generalists and school
principals understand the importance of teaching science, reading, writing, and
mathematics: however, do they believe art is important to teach and include in the school

curriculum? Mittler (1974) reminds us that art is not always required for generalist
teachers in their college preparation programs, nor is art required for licensure or
certification or employment in most states. Chapman (2005) found that “course
requirements are minimal for classroom teachers” (p. 120). It is no surprise then that
classroom teachers would place little importance on teaching art. Apple (1993),
however, found that most classroom teachers hold favorable attitudes toward art and feel
it to be a necessary component of the school curriculum. Yet, some teachers stated they
had no time to implement art. Apple implies that actions may speak volumes and
suggests that art is not as valued as teachers had indicated. In Apple’s study, there was a
lack of art history and appreciation activities while the focus was on “making things.”
(p. 32). When factoring in the amount of time and lack of understanding in constructing
an art curriculum, Apple concludes “that art is treated as a frill.” (p. 32).
In a study by Gray and MacGregor (1991), administrators, generalist teachers, and
parents were found to perceive the function of art to be “decorative, or geared to the
celebration of commonplace or seasonal events” (p. 284). Indeed, this group felt that art
should not disrupt or make any messes in the school’s operation. As a result,
experimentation was avoided; students were unwilling to take risks while teachers shrank
from presenting assignments that might be viewed as unrestrained. Teachers chose
projects that are safe and easy to teach and manage (Bresler, 1992). Patterns were
observed across the elementary grades by Bresler (1992) where lessons were usually less
than 45 minutes long every one to four weeks. The school building was decorated to
reflect the seasons and holidays. Projects focused on “craft objects”, lacked continuity
and skill building, and were intended to finish within one lesson, (p. 403).
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Research on this subject discloses the frustration of in-service teachers “not
knowing ‘how to do’ the arts” (McKean, 2001, p. 30) as these teachers have not been
adequately prepared to teach or include art in the curriculum. This lack of knowledge
engenders apprehension about art subject matter and reinforces teachers’ insecurities of
making and teaching art (Dikert, 1995; Galbraith, 1991; Grauer, 1998; Kowalchuck &
Stone, 2000; Short, 1995; Smith-Shank, 1992, 1993, 1995, Stockrocki, 1995). Further,
classroom teachers are more likely to teach art according to their childhood experiences.
McKean (2000) found, across six case studies, that “childhood arts experiences formed
powerful memories that appeared to direct any further experiences in the arts” (p. 186).
This may be moderated by formal education in the arts informing the choices that
teachers may make concerning approaches or orientations to teaching art.
In McKean’s (2001) study, teachers consistently voice their concerns surrounding
the issue of expertise and confidence in teaching the arts. When the arts were viewed as
requiring talent, “teachers acknowledge feelings of inadequacy and inaccessibility”
(p. 29). These teachers exhibited more confidence and inventiveness in the arts when
integrating the arts in core curriculum; however, the focus of the learning activity was on
the core subject. Generalist classroom teachers have demanding schedules, little time to
research and develop art lessons that have meaningful cross-disciplinary connections and
instead, often use art for supporting academic subjects, allowing their beliefs about art
and its position in the school curriculum to take a back seat to more “pressing matters”
(Kowalchuck and Stone, 2000, p. 38). “Because they have difficulty justifying
instruction in art, many classroom teachers find it convenient to overlook it in favor of
instruction in other subject areas” (Mittler, 1975, p. 192).

Time in the school schedule is such a precious commodity, and as such,
classroom teachers often feel they can’t set a small amount of time to devote to the arts
(Apple, 1993; McKean, 2001). Art teachers are often the singular experts, providing the
only meaningful art experiences in the school. McKean (2001) fears that artists and arts
organizations may find themselves in the position of becoming the sole experts and
providers of arts programming “without the benefit of the ongoing support and
participation of the classroom teacher” (p. 34). There is also a danger that schools will
cut art programs and rely on guest artists to provide the only art experiences in the
school. Without the expertise of an art teacher trained in art education, schools may run
the risk of missing out on a coherent, coordinated, and continuous art curriculum that an
art educator can provide.
In-service classroom teachers do not necessarily believe that art promotes
cognitive skills but that the focus of art in the classroom should be fostering creativity
and self-esteem (Kowalchuk and Stone, 2000) by employing “craft schematization.”
(Bresler, 1992, p. 403). The national average of classroom teachers who use portfolios to
assess students’ art work is only about 12% (Chapman, 2005). Teachers expressed a
concern that they lacked the knowledge and skill needed in order to provide instructional
feedback, and assess and evaluate students in art (Barry & Towsend, 1995; McKean,
2000). In Bresler’s study (1992), evaluation was based on students following directions
“and the expression of personal likes and dislikes, with few attempts at reasoning or the
drawing on of student attention to aesthetic qualities” (p. 403), while teachers’ feedback
consisted of gratuitous praising. In fact, McKean (2000) found that teachers deliberately
avoided assessing a student’s work in art because of their belief that art should not be
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judged. “Rather than deal with the body of knowledge and skills, art curricula are
decorative, trivial, and typically associated with the less important aspects of life.”
(Bresler, 1992, p. 411).
Oreck (2000) tells us that a key factor of the type and frequency of the arts that
are used in the classroom may depend on the skill and level of comfort the teacher has in
facilitating arts experiences. Oreck (2000) found that there are personal characteristics,
backgrounds, and choices that teachers make who may be considered creative in teaching
the arts in their classrooms. These teachers are:
1) Highly independent individuals; 2) Are aware of constraints and pressure but
are unaffected by them; 3) Have an interest in the arts; 4) Tended to have a
particular art form specialty that led them to other art forms; 5) Have a broad
definition of art that extends to other areas of their lives and throughout their
teaching; 6) Have a strong belief that all students are capable of achieving; 7) Do
not see art as a separate subject and integrate art activities into other subjects; 8)
They articulate a wide range of performance and personal growth goals for
students in the arts; 9) They find multiple ways to use the arts and to play a
variety of facilitator roles based on their own strengths, (pp. 9-18 )
The question remains unclear as to what precursor variables were considered
salient in Oreck’s study. Was it the fact that these teachers saw themselves as creative or
did it have more to do with the attitudes these teachers held toward their students? Oreck
(2000) questions if these teachers were originally artistically oriented; however, he found
that they cared about children’s emotional and behavioral outcomes as well as curricular
outcomes. The ultimate goal for these teachers was to “make all teaching more artistic”
(p. 24). Oreck (2000) admits that looking solely at highly motivated teachers’
characteristics in teaching the arts may not give us insight into the disinterested teacher.
He thinks more research is needed in this area.
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The question of ongoing teacher development in implementing the arts in the
classroom is an important issue and topic to investigate. Only 26% of elementary
classroom teachers in the United States have participated in professional development in
the arts (Chapman, 2005). Will teachers who participate in teacher training and
professional workshops in art increase their knowledge base in the arts in order to change
perceptions about art? Teachers can change their attitudes towards teaching art through
intensive teacher training sessions (Meehan , 1983; Oreck, 2000). Oreck (2000) warns
that once teachers return to their classrooms little change is affected.

A single workshop

will not endure and long-term results will require “staff development for two to six years”
(Orek, 2000, p. 21). Ongoing support from school districts and administration would
help toward this end.
The foundation of a strong and vital art program requires a partnership between
the art teacher, the classroom teachers, and the principal. Each educator is required to
become educated in the reasons why art is taught in the school curriculum, approaches
that may be taken in teaching an art curriculum, uses of art materials, and to understand
their own biases in teaching art. A strong art program also requires administration to
provide on-going and meaningful professional development in art for classroom teachers
as well as art teachers.
The Principal
Is administrative support lacking in the arts or is this a notion that has been overly
exaggerated? Mick Luehrman (2002) and Jerry Miller (1980) examined the attitudes of
school principals in supporting the arts. Luerhman (2002) studied the attitudes and
support of art by school principals from their own point of view while Miller (1980)
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examined the attitudes of this administrative group as perceived by the art teachers in
their schools. Luehrman’s study may be limiting because these principals may believe
that they are acting in the best interest of all their constituencies. The question of how the
principal’s actions are viewed by their teachers may be more important to investigate.
Art teachers frequently perceive their programs as not having “relative importance with
other school programs” (Miller, 1980, p. 7) and frequently assign blame for the lack of
support to school administrators. Art teachers’ morale and satisfaction is affected by the
length to which administrators lend support to visual arts programs and whether they feel
understood or appreciated by administration.
Principals’ attitudes, whether they were positive or negative, had an effect on
framing the arts curriculum within their schools and admitted that their attitudes had
bearing on their decisions about their schools’ art programs (Luehrman, 2002). Twenty
percent of respondents indicated a negative attitude toward art and twelve percent a
neutral rating. Four of these respondents admitted that their attitudes had a negative
impact on their decision-making concerning the art program in their school. Others felt
they needed to qualify their negative attitude as having the effect of resolving to improve
their art programs in their schools. Luehrman does not claim causality through this study.
He also concedes that it is difficult to determine if a predisposition for a positive attitude
towards art exists or if an art experience generated the positive attitude. More
importantly, the data for a principal’s support for an art program came from a single
source, the principal. Luerhman advises that more data of a qualitative, in depth, onsite
nature needs to be collected as well as an examination of the interaction between the
principal and the school community from a variety of viewpoints.
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Some art teachers feel that they are not receiving administrators’ support in art
that is so crucial to a program’s existence. The principals who participated in Gaither’s
study (1998) “were key contributors to the types and images selected, particularly for
social adaptation mandates from the central office and thematic topics which have been
decided by the various grade level teams without the participation of the art teacher”
(p. 307). One principal in Bresler’s (1992) study admitted that she did not consider art a
priority in the school curriculum. Art teacher participants in Cohen-Evron’s (2002) study
felt that there was pressure from their principals to decorate the building and be
responsible for creating set designs for special school events. These art teachers
complained that, while these expectations were above and beyond the curriculum, they
weren’t given additional time and resources to execute them. This view of art by the
leader of the school sends the message that art is dispensable.
An administrator’s perception of their support may not match an art teacher’s
perception of support received. While Miller’s (1980) study concluded that
administrators’ attitudes towards the visual arts were positive, art teachers in this study,
in general, underestimated these attitudes or did not agree with the principals’ perception
of themselves in support of the art program. Art teachers did not feel supported by the
administration even though the administrators felt they were being supportive of the art
program. According to Chapman (2005), most elementary principals in the United States
report that art teachers have a voice in curriculum matters, budgets, and hiring other art
faculty. However, the principals’ reports do not match art teachers’ reports concerning
the same items. A gap exists in perception between constituencies and perhaps the truth
lies somewhere in the middle.
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Miller suggests that administrators need to pay attention to how they are
perceived by teachers as perceptions may affect teacher morale and the overall
effectiveness of teachers’ performance in a visual arts program. More study is needed to
determine if there is a lack of understanding and knowledge concerning art content and
curriculum on the part of classroom teachers and administrators. Is there a disconnect
between the perceived support of the visual arts by this group, the perceived support of
this group by art specialists, and the actual implementation and valuing of the art
program? Luerhman (2002) cautions art teachers that any one of their students may
become a future political leader or administrator that might be in the position to affect the
art program.
Principals guide the way and set the tone in their school buildings. Without the
support of the principals and their understanding of the importance of art in the
curriculum, there will be no leadership to encourage and direct an art program that is
meaningful, and educationally sound. Principals can act as models, and set curricular
expectations in an art program. Classroom teachers can then perform according to those
expectations, and art teachers can thrive in an environment of support.
The School Environment
Students spend a large part of their day in school. In looking at the components
of the school community, an examination of the environment is warranted. Fifty-six
percent of art teachers in the United States teach in their own space dedicated for the
purpose of teaching art. However, art is taught in classroom teachers’ rooms or
alternative spaces such as cafeterias or gymnasiums in 36% of schools. These schools
tend to be in lower socio-economic districts (Chapman, 2005). The perception that the
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spaces in which we learn have no effect on the learning “contributes to the sense that
what one learns in the classroom has no connection to the outside world” (Kuskins &
Brisman, 2005, p. 34). Kuskins and Brisman find it troubling that the learning
environment can be thought of as “irrelevant or, at best ancillary to what transpires within
the walls of the institution” (p. 34). Awareness of the learning spaces and the interaction
with those spaces communicates the degree of respect with that environment (Kuskins &
Brisman, 2005) as well as the subjects taught in those spaces. In Reggio Emila, Italy, the
school buildings and the environs are as important to the students’ learning as any book
resource is. Buildings need to be well-lighted and aesthetically pleasing as well as
comfortable and age appropriate. The atlelierista or art specialist works in close
collaboration with the teachers to plan and implement learning activities that originate
from the interests of students. The atelier or art studio, located in the center of the school
building, is designed especially for children to explore, create, and learn experientially
through art. The centrality of the art room sends a message that learning through art is an
important endeavor.
Joan Gaither (1998) examined the visual environment in six elementary schools in
the Midwestern United States in order to understand the kinds and quality of art images
and how they are presented and displayed in the schools. She found that the school
buildings were dominated by commercially adult-generated images. Given the
abundance of commercial and adult-generated images and the total effect or Gestalt of
the space is realized, Gaither questions what effect it will have on a child’s aesthetic
development and ability to decode images and symbols. If all schools decorate with
predominately adult-generated images, patterns, borders and frames, does that affect the
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self-esteem of the child in the visual arts? These are the foundations in art education that
children will carry to adulthood. The way schools decorate is part of an implied
curriculum and can send subtle messages to students. They may become teachers in their
adult careers who have fixed in their minds that adult-generated images are preferred
over children’s art work.
When the Gestalt of the art-like images presented in the visual environments in
this study are considered, one might wonder about the awakening of children’s
senses to observe, to think about, to talk about, to create, and to develop his/her
own symbol systems, in light of the selected images and the best intentions of the
art teacher and the other educational partners. (Gaither, 1998, p. 293)
Another idea that Gaither explored is how art is valued through the kinds of
images that are presented in the school building. “The location, duration, and
organization of the images sent explicit notions about the valuing of art’’ (p. 300). Who is
making the decisions to hang and exhibit these images? Gaither found that the art
teachers were heavily influenced to hang images that pleased the classroom teachers,
parents, and principal. One study participant talked about how even the school janitor
had input in this decision. Gaither asks why it was not the work of children that was
featured in the schools. It was with the best of intentions that the adults in these schools
decorated for the children but with “unintentional results” (p. 299). Art teachers were
trying to appease the classroom teachers, principal, parents, and janitor. Classroom
teachers were responsible for hanging the “art-like” images that hung around the doors or
from the ceilings and windows inside the classroom. The classroom teachers might lack
the aesthetic decision-making skills to understand the developmental repercussions in
displaying commercial adult images and thereby omit the child’s voice. This author’s
experience has been that generalist classroom teachers are familiar with Piaget’s
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cognitive developmental stages of children but are not usually familiar with the visual
developmental stages presented by Vicktor Lowenfeld (1987).
Commercial decals and placards provided a prototype as a cartoon, stylized, and
distorted view of the world, created by adults to look like child’s work. When
compared to the developmental stages that all children go through, (Lowenfeld,
1947; Piaget, 1963; Kellogg, 1967, 1969; Linderman & Herberholtz, 1974;
Gardner, 1980) the images seemed to mock the experimentation and discovery
marks of children and to teach elementary school children to draw “M-type”
birds, lollipop trees, and stick figures people at a crucial time when children are
learning to develop their observation skills, visual and verbal vocabulary. The
images appear as young people are developing processes for decision making and
beginning to own a set of personal values and beliefs. (Gaither, 1998, pp. 299300)
Cynthia Colbert (1984) maintains that teachers of young children need a strong
theoretical background and foundation “from which they can judge activities and ideas. . .
to best meet the educational needs of their students” (p. 34).
Data from Gaither’s study suggests that the use of oversimplified images and
stereotypical portrayals of groups can communicate “derogatory implications” to students
(p. 296). Gaither states that all the educational partners in urban, suburban, and rural
schools “are responsible for the education of an increasingly diverse ‘American’
population” (p. 302).
Pre-service Preparation
Elementary pre-service teachers will be science, language arts, social studies, and
math teachers, or administrators. They may be charged with the duty of teaching art,
integrating art, or supporting an art specialist. Many of them have had very little
exposure to the arts in their own education and carry with them beliefs and
understandings that are underdeveloped or incorrect, they do not believe that art has its
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own epistemology, and art education its own pedagogy and methodology (Dikert, 1995;
Galbraith, 1991; Stockrocki, 1995).
How have in-service generalists prepared to be part of an art partnership team and
why is it important? Pre-service generalist teachers may enter college without having
been enrolled in an art class since junior high school and may not understand the
differences or difficulties of teaching art when they eventually become in-service
teachers. Pre-service teachers may have incorrect or incomplete ideas of how art
education should be defined and taught in the art curriculum. Myers (1992) identifies
misconceptions as preconceptions and defines these misconceptions as the pre-existing
belief system that pre-service teachers bring with them to a methods course or to
teaching. These preconceptions are “influential constructs that affect teacher and teacher
candidates’ decision process” (p. 17). Preconceptions can develop into a mythology that
can prevail and affect the way art is perceived and accepted into the culture of the school
and its curriculum. This mythology about art includes ideas that art is for the talented, it
is an optional add-on to a curriculum, it is a release just as recess is, or that the only true
forms of art are drawing, painting, and sculpture. They may hold onto romantic notions
of artists and the lives they lead believing that they are born with innate talent, hang out
with like kind, and dress and act the part of the eccentric (Kowalchuck & Stone, 2000;
Smith Shank 1992, 1993, 1995; Stokrocki, 1995).
Pre-service teachers’ opinions and definitions of art are often unclear and fraught
with contradictions. On the one hand, these pre-service teachers emphasize freedom, not
in taking risks, but in doing anything you want, or creating anything that makes you feel
good. As one pre-service teacher was quoted in Stokrocki’s study “Art is anything you
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can get away with” (1995, p. 51). There is a failure to understand divergent thinking in
art assignments. On the other hand, adding variety, being original, elaborating on a
theme is all too ambiguous for these students who demand clarity or want to be shown
exactly what to do (Stokrocki, 1995).
They often fall back on memories of how art was taught to them in their
elementary or secondary schools (Galbraith, 1991; Kowalchuk & Stone, 2000).
Stokrocki (1995) compares her experiences teaching pre-service teachers with teaching
adolescents, since many of them have had no arts education since junior high school and
their development was arrested there. Mary Stokrocki (1995) admits that she is
consistently amazed at the “misconceptions” about art that her pre-service teachers have
had when teaching an arts methods course to generalist elementary pre-service teachers.
Many have bought into the myth that art should always be “fun” or that art is only for
people who have an innate ability. Students often equated art with the ability to draw
realistically (Smith-Shank, 1992). Innate talent seemed to be an issue when creating or
teaching art in the belief that “creating works of art comes easily to artists” and that talent
and inspiration was an essential element to making or engaging in art activities
(Kowalchuk & Stone, 2000, p. 33). “These misconceptions which are both persistent and
problematic, stem from a variety of sources including pre-service teachers’ background,
interests, and lack of art experiences” (Stokrocki, 1995, p. 47). Preconceptions and
beliefs are important to understand because, as Arthur Elfland’s review tells us, the
beliefs concerning art and the value art holds affects how and if art is taught (1995). This
idea is supported by Galbraith’s (1991) and Orek’s (2004) study as she notes that
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pre-service teachers are less likely to teach art if they believe they are not artistic, that art
is a difficult subject to teach, and that they are restricted in the making of art.
Pre-service Attitudes. Apprehensions and insecurities can develop into attitudes
that can be defined as a frame of mind or inclination that may cause a person to react in a
certain manner. Teachers may become apprehensive about implementing art and may
reduce its implementation to simple operations or avoid it altogether. Many pre-service
teachers approach the thought of engaging in an art activity with much trepidation and
fear that can turn to frustration and a reticence to make art (Galbraith, 1991; Smith-Shank
1992, 1993, 1995). Some students in Galbraith’s (1991) study held negative views about
their school art experiences and were doubtful about the subject of art. They worried
about their ability to make art or perform well in class and sometimes classified art as
“frightening, and far from an enjoyable activity” (p. 341).
Pre-service teachers may feel that they are not artistic, not creative, or can’t draw
well. This appears to be a common feeling among non-art students and teaching
professionals. For some teachers this attitude may come from extremely vivid memories
and feelings of jealousy toward peers who could perform well in art (Smith-Shank,
1995). These teachers believed that they were incapable and reacted by giving up; they
developed an attitude that justified exempting themselves from participating in any art
activities.
Pre-service generalist teachers have anxieties and doubts associated with the
making of and teaching of art. In my comprehensive study (June, 2004), I investigated
General Education (Gen Ed) Majors feelings of anxiety in anticipation of an art activity.
In this study, Gen Ed majors verbalized feelings of being nervous, frustrated.

34

overwhelmed, uncomfortable, stressed, uneasy, worried, embarrassed, not worthy, afraid,
intimidated, of being terrible in art production, and self-consciousness. Art Anxiety is
defined as one’s self-concept, attitudes, and beliefs toward the visual arts and a reticence
to participate while feeling apprehensive and uneasy over an impending or anticipated
activity involving a visual art experience. It can be characterized by reactions such as
being afraid of being judged, afraid of making mistakes, not being correct or right, not
knowing the content area, not knowing how, not knowing the use of materials and
techniques, and fear of the unknown all in the area of the visual arts. The reactions vary
and can be as mild as slight nervousness to intimidation and avoidance of participating in
art activities resulting from doubt or confidence of one’s skills and ability in making art
(Miraglia, 2004). Do in-service teachers share these anxieties? If so, how do such
anxieties affect the use of art by classroom teachers?
Making art can be intimidating for some pre-service teachers and can engender
fear, hate, and anxiety. These teachers believe they do not understand it or are not
capable of producing results. These attitudes will undoubtedly influence how they will
implement art in their own practice (Smith-Shank, 1995). Changing teachers’ negative
attitudes is a primary step toward encouraging positive student attitudes in the classroom.
Prior Experiences-Family and School Background. Negative attitudes and
beliefs may stem from lack of family support, past experiences in exposure to the arts,
and interactions with teachers. Many of the previously mentioned studies do not mention
or go into any depth about family background as an influence on the formation of
attitudes in art. These studies focused more on in-school influences. However, SmithShank (1995), Russell-Bowie, Yeung, and Mclnerney (1999), and Gilbert and
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Zimmerman (1988) found that both family and teacher approval is important to the
developing student. The results of Russell-Bowie, et al’s (1999) study of pre-service
teachers, titled Creative Arts Self-concept and Anxiety: Do Family Backgrounds Matter?
indicated that family background is a mitigating “factor for the formation of self-concept
and anxiety” in pre-service teachers (p. 1). Russell-Bowie et al. (1999) built their study
on the concept that artists are often a product of a combination of natural abilities and
family influences. These influences can have positive or negative effects on the person
and are domain specific. Parents who have positive attitudes themselves are more likely
to provide an environment that supports artistic activities such as lessons, and outings to
%

museums, galleries, concerts, and theaters. They are more likely to enroll their children
in schools where the arts are a priority.
The pre-service teachers who have had a nurturing environment towards one of
the arts from their families tended to have a more positive self-concept and tended
to be less anxious about teaching this art form in the classroom .... (and that it)
would increase a student teachers’ self-concept and decrease their anxiety levels
both in relation to visual arts and teaching visual arts. (pp. 7-8)
Other studies are needed in order to investigate what the effects are if families do not
provide a nurturing environment toward the arts, particularly if pre-service teachers’
backgrounds and self-concepts are negative.
The pre-service teachers’ school experiences are important to explore when trying
to piece together their understandings of art. These understandings of art are vaguely
rooted in elementary school experiences and can hardly be recalled (Galbraith, 1991).
Memories of art in elementary school, although vague, can be described as something
that was done on a Friday afternoon, at the end of the day for relaxation, and as a reward
for a job done well in academics (Smith-Shank, 1995). There was no discernable
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curriculum in these school experiences, and art activities might not have been sequenced
or were presented with insufficient content. These students grew up believing that art
required very little thought and was not a subject worthy of study (Ahmad, 1986;
Galbraith, 1991). Students gained minimal knowledge or skill and complained that they
had no art ability or could not draw well (Galbraith, 1991; Smith- Shank, 1992, 1993,
1995).
Students needed the teacher’s positive feedback especially if a student possessed
low self-confidence in art ability. Some students related stories to Smith-Shank (1992,
1993, 1995) of teachers who were described as having the personalities of dragons.
These teachers included teachers who favored talented students, gave few instructions,
had unclear expectations, held to rigid time tables, gave little support and encouragement,
and gave mysterious grades. Smith-Shank’s respondents mentioned lack of instruction as
a negative memory, yet pre-service teachers in the Myers (1992) study felt that offering
instruction to their students might stifle their creativity. Ironically, these same pre¬
service teachers felt the need for specific instruction for themselves and did not seem to
feel that it would hinder their own creativity. Their beliefs reinforced the idea that art
activities should be unstructured, enjoyable, and have an end product.
Art could prove particularly frustrating for the pre-service teacher who valued
good grades and found it difficult to achieve them. Some decided that talent was a factor
in achieving good grades, and since they deemed they had none, then it was a lost cause
(Smith-Shank, 1995). Pre-service teachers often mention that they were jealous or
envious of students who could draw and since there was a perception of drawing
requiring innate ability, there would never be a chance to achieve a good grade. One
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respondent in Smith-Shank (1992) states “In art, I can’t study and become more creative”
(p. 48). Grading is an area of contention as some pre-service teachers expect to receive
high grades because they have invested a lot of time and hard work in the course
(Galbraith, 1991). Certain students set an unrealistic goal of perfection and they wanted
to get it right the first time. Inexperienced pre-service teachers were unaware that art
required making decisions, problem-solving, drafting, revising, and hard work (Galbraith,
1991, Stokrocki, 1995).
Students in the above mentioned studies were unclear about how grades were
assigned to them and felt that grades were predetermined by talent. Lack of
understanding about how grades were determined may affect how pre-service teachers
grade art in their own practice. The respondents in the Myers (1992) study believed that
it was not appropriate to grade elementary students’ art work as the grade could be a
threat to a student’s self-satisfaction and self-esteem. Some pre-service teachers did not
feel qualified to judge a child’s art work because they felt art was a matter of personal
expression which has no right or wrong answers.
Art Methods Coursework. A number of studies have been conducted concerning
pre-service general elementary teachers enrolled in art methods courses.

Much of this

literature centers on the problems, issues and the design of art education methods courses
for pre-service elementary generalist teachers. Structuring such courses can become a
complex enterprise while trying to balance the right amount of art content with teaching
methodology, taking into account pre-service teachers’ prior beliefs and attitudes that
might influence their ability to remain open-minded to teaching art. These studies also
focus on what pre-service general elementary teachers’ experiences are predicated on.
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whether their pre-conceptions of art change after completing an arts methods course, and
what an effective arts methods course should include. The research conducted about art
methods courses is important in order to understand generalist teachers who are a part of
the puzzle of why art does not hold a necessary place in the curriculum.
We cannot expect students who become teachers and administrators to promote
the value of the arts if misunderstandings, apprehensions, and lack of knowledge in the
visual arts persist. Addressing these misunderstandings, attitudes, and their knowledge
bases should be a fundamental component of any pre-service preparation program.
Pre-service generalists teachers’ attitudes can influence their practice and could have
detrimental effects concerning the willingness of these pre-service teachers to go on to
teach any art in their future classrooms, advocate for the arts, or work in conjunction with
an art specialist (Colbert, 1984; Galbraith, 1991; Grauer, 1998; Smith-Shank, 1995;
Morris & Stuckhardt, 1977). These teachers may embark on teaching careers that will
not include art in their curriculum, be unable to work with an art specialist, or advocate
for the importance of art in the curriculum when budget cuts target the arts. The purpose
of art in the curriculum goes beyond media, technique, and historical context; it is
imperative that all teachers visually educate their students as art relates to their daily lives
and that they be supported in this endeavor by administrators.
Each day we encounter art, design, artists, artworks, and the products of culture.
We make numerous aesthetic decisions and express our visual values. Most
human interactions have a visual component. Teachers need to understand and
provide opportunities for students to explore the art forms encountered
everyday....teachers often fail to realize that they live in a built environment,
select consumer goods, and make aesthetic choices everyday. (Kowalchuck &
Stone, 2000, p. 38)
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At the Start of an Art Methods Course. The first step in teaching an arts methods
course is to evaluate pre-service teachers’ knowledge base. Pre-service teachers come to
these courses with varying levels of understanding, but usually at a basic level. It was
Dikert’s (1995) experience that pre-service elementary general education majors begin an
art methods course “with little formal knowledge of art history, perceptual phenomena, or
critical methods for understanding art. Their experiential knowledge of how art is taught
is outdated and naive” (p. 57). It was evident to Galbraith (1991), Green, Chedzoy,
Harris, Mitchell, Naughton, Rolfe, and Stanton (1998), and Short (1995) that for teachers
to be able to teach sound pedagogical material, they would need to have command of
solid subject knowledge. Green, et al. (1998) further advances this idea and relates
subject knowledge to ability in planning, assessing, and diagnosing children’s learning.
Pre-service teachers’ lack of knowledge and background in art interferes with their ability
to implement methods and connect broader issues in art education, and instead choose art
activities that feel safe and familiar (Galbraith, 1991).
Teaching methods courses also compels instructors to go beyond teaching content
knowledge and advance to the application of that knowledge in unfamiliar contexts.
Thus, we must investigate what is so different or difficult about the domain of art and its
body of knowledge and skills from other subject areas in order to apply this knowledge in
novel and innovative forms. Most researchers agree that general education pre-service
teachers enter methods courses with very little in-depth knowledge in the domain of art,
are limited in art experience, and lack higher-order thinking concerning ambiguous art
operations (Dikert, 1995; Galbraith, 1991; Grauer, 1998; Kowalchuck, 1997; Myers,
1992; Short, 1995; Stockrocki, 1995). This ambiguity in art results in frustration for pre-
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service teachers as they demand exactitude in what an assignment in art entails.
Stokrocki (1995) charges pre-service teachers with a failure to understand that art
demands learning the rules in the beginning and then breaking or bending them by
applying the rules in different contexts. For this reason, art has been characterized in the
literature as an “ill-structured domain’’ (Short, 1995; Spiro, Coulson, Feltovich, &
Anderson, 1988). As soon as rules and parameters are established, artists often find ways
to break them, make them work, or adapt them to create something new. Efland (1995)
tells us in his support and review of Short’s article, that in an ill-structured domain such
as art, learners need to take information and knowledge on a “case-by-case basis”
(p.143).
Generalists may not understand or have an awareness of the nature of art as an
ill-structured domain. Short (1995) contends that understanding content in certain subject
areas such as in an ill-structured domain can be more difficult. Art educators who
instruct pre-service teachers need to develop strategies to help generalists understand this
concept and its implication, and alleviate some of their anxieties associated with it
(Colbert, 1984; Galbraith, 1991). According to Galbraith, (1991), Grauer (1998), and
Hall (1978), teacher education in the arts should be more than training in specific skills
and knowledge. Pre-service teachers’ beliefs about the teaching of art should be
challenged and the values and theories of the discipline should be fostered in the hopes
that their education in the arts does not perpetuate or replicate their inexperience and
misconceptions, or “preserve the status quo” (Grauer, 1998, p. 351). An arts methods
course should encourage positive attitudes toward the teaching of art by providing
conducive learning environments with meaningful art experiences, using a variety of
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media, and developing skills (Hall,1978). Galbraith (1991) believes that addressing these
issues is critical and we must begin to understand how elementary generalist pre-service
teachers make sense of their methods courses.
A requirement in an art methods course is to replace misconceptions and negative
attitudes with instruction and positive discussion aimed at improving the teaching of art.
Pre-service teachers can actually grow and develop confidence in art and indeed, some
may develop expertise during an art course which supports the idea of requiring an art
methods course in a general education pre-service preparation program (Dikert, 1995). A
circular effect may occur as these future teachers positively influence the attitudes of
their future students. Pre-service teachers can then become agents of change in our
schools (Ahmad, 1986; Grauer, 1998).
In an effort to educate classroom teachers in the arts, some teacher preparation
programs include art, but it is not compulsory in all university or college education
programs. Certain states require colleges to provide coursework in art in their pre-service
programs. The Massachusetts Department of Education requires the inclusion of basic
principles and concepts in each of the visual and performing arts in approved pre-service
programs even though they will not be addressed on the Educators Licensure Test for
generalist teacher candidates (Regulations of Educator Licensure, June, 2003). Some
pre-service teachers will enter their teaching careers without any preparation in the
teaching of art. Even when a program requires an art methods course, it can only begin
to address what is needed to be competent in order to implement art into the curriculum.
In a sample taken across the United States, thirty percent of general education programs
responding to a survey required two credit hours or less, sixty-two percent required three
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credit hours, and nine percent required more than three credits in a pre-service art
methods course (Bradford, 2003). The typical description of most general education
majors entering art methods courses in the literature describes students who are not
usually knowledgeable in the domain of art and they may need more than two or three
credits hours to become competent. Bradford (2003) maintains that more credit hours
must be found in the pre-service generalist preparation programs and a practicum
component should be instituted into the methods coursework as experiential learning
would increase confidence levels of the pre-service teacher.
Experiential learning during a practicum may increase confidence levels but
groundwork before a practicum must focus on changing negative attitudes and beliefs
that may be held by pre-service teachers. Myers (1992) and Galbraith (1991) contend
that pre-service preparation should include education that addresses changing or
modifying a previously learned belief system. The attitudes, values, and beliefs about
teaching art were often determined by former teachers (Colbert, 1984; Gray &
MacGregor, 1991). Teachers are usually aided by textbooks and other instructional
materials when teaching academic subjects. Grauer (1998) maintains that in art, teachers
are responsible for implementing and developing the art curriculum without the use of
such instructional items, and so it becomes critical that the beliefs of pre-service teachers
be addressed and developed as they are indicative of what they will design and construct
in the art curriculum. “Beliefs about content and beliefs about pedagogy determine the
way teachers enact the teaching and learning of art in their classrooms” (Grauer, 1998, p.
362).
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Influence of Art Methods Coursework. If art methods courses are not required,
pre-service teachers may not elect to take such a course and never have the opportunity to
develop fully in their teaching practice. Pre-service participants in Green, et al. (1998)
who were lacking confidence to teach art, thought their university methods course crucial
and were dependent on using the content of the course in forming and actualizing their
ideas and lessons. Opportunities for looking at and discussing art work may result in
students growing more “open-minded about uncomfortable subject matter in art”
(Kowalchuk & Stone, 2000, p. 36).
Some universities accept a studio course as an art requirement in a pre-service
program. A methods course addresses curricular and pedagogical concerns while a studio
course does not. Studio coursework may reinforce rather than change certain attitudes.
Grauer (1998) found that certain beliefs were challenged after an arts methods course.
Students most often favored a child-centered approach to teaching art at the start of the
course, believing that all you need to do is provide materials and let the child explore.
Students then began to understand that a teacher needs to instruct and set curricular
parameters and criteria, shifting their preference from child-centered to a more subject
centered approach (Galbraith, 1991; Grauer, 1998; Kowalchuk & Stone, 2000). Another
belief was that teachers need only provide art materials and need not influence children’s
creativity. Pre-service teachers became aware of the need to plan, instruct, inform, and
evaluate students. There was a realization that art could be made and taught by someone
without innate talent. “ Beliefs were fostered that art was a subject with substantive
content in the areas of studio practice, aesthetics, art history, and art criticism and was
worthy of study in the school curriculum” (Grauer, 1998, p. 360).
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Pedagogical Problems. We must consider that art education pre-service teachers
spend four to five years studying content, methods, and pedagogy. Because generalists
come to a methods course with little content knowledge, they have to learn both content
and pedagogical applications (Grauer, 1998). Instructors of art methods courses for
generalists are often in the predicament of teaching art history, criticism, materials,
techniques, and skills while providing instructional applications in one semester, which
may be too much to cover in one course (Galbraith, 1991; Grauer, 1998). Art teachers as
well as classroom teachers would need to continue their professional development on the
implementation of art in the curriculum. Teacher professional development in the arts
has increased teachers’ knowledge base and experiences, and can change their
perceptions about teaching art (Meehan, 1983). School districts need to allocate part of
their budgets to provide intensive model in-service workshops to teachers that focus on
predispositions and attitudes, as well as content knowledge and the implementation of art.
Generalist pre-service and in-service teachers are apprehensive and anxious about
making art and teaching art; this has been established through research (Galbraith, 1991;
Smith-Shank, 1992, 1993; Miraglia 2004). Prior beliefs and experiences play an
important role in the development of attitudes that can result in anxiety. Jessica Davis’
(1997) study reinforces the idea of limited capabilities discouraging further participation
in art activities. Davis tells us that artistic development stops after middle school unless
further education is provided. If not, students mature into adults that are stuck at a literal
stage in artistic development affecting self-confidence and performance in art.
In 1952, art educator and psychologist, Vicktor Lowenfeld pioneered his work in
psychology and child visual development. According to Efland (2002), Lowenfeld
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characterized a phenomena concerning students’ willingness or lack of willingness to
engage in art activities, such as drawing, as students progress through their schooling.
“Lowenfeld ascribed this to a waning of interest, the result of a crisis of confidence where
the individual’s critical awareness of his or her limited capabilities discouraged further
participation in art making” (Efland, 2002, p. 37). Six of the teacher participants in this
study had no art classes after junior high school, effectively halting their education in art
until one semester of an art methods course in their pre-service programs.
Seiber, O’Neil and Tobias, (1977) used the methodology of psychology to
understand how anxiety affected intellectual performance. They found that there are
effects of anxiety on intellectual operations that are very predictable so that they can be
tested. “For example, the quality of human figure drawing is affected by anxiety in
various predictable ways” (Seiber, et al., 1977, p. 35). Sieber et al. confirms that “the
low-anxious person attends to tasks at hand and to operations required for dealing with it
effectively” and “respond with good, highly motivated performance to challenge (Seiber,
et al., 1977, p.25). Sieber et al. (1977) conversely explain that the “highly anxious
persons do relatively poorly” (p. 38) to challenges.
Some of the studies that were reviewed in this paper acknowledge the idea of art
anxiety but never really define it as a construct. Other subject areas in the literature, such
as math, have identified and defined anxiety and have made recommendations to address
it. In endeavoring to understand art anxiety, this paper examined the literature on math
anxiety comparative to art anxiety.

Math Anxiety
Is art anxiety similar to math anxiety? The inability to perform certain math
functions can evoke the same kind of strong feelings a person might experience when
they are unable to execute certain art activities. Smith-Shank (1992, 1993, 1995) studied
the feelings and beliefs of pre-service generalist teachers about art and concluded that art
anxiety, just like math anxiety, is very real for some people carrying with them negative
memories that made them feel that art was not for them. Over past years, math anxiety
has been a concern for educators and students alike. This phenomenon holds a
significant place in the literature as educators are aware of the affects anxiety has on the
learning and teaching of math (Buckley and Ribordy, 1982; Bush, 1989; Dutton, 1951:
Harper & Daane, 1988; Murr, 2001; Richardson & Suinn, 1972; Tooke and Lindstrom,
1998). Anxiety in math is associated with skills and ability to deal with the mathematical
content and the problem-solving involved (Buckley & Ribordy, 1982). Tooke and
Lindstrom (1998) consider math anxiety as an emotional construct, characterized by
“feelings of tension and anxiety that interfere with the manipulation of numbers and the
solving of mathematical problems in a wide variety of ordinary life and academic
situations” (Richardson & Suinn, 1972, p. 551).
The literature concerning art on pre-service and in-service generalist teachers
describes strong feelings of frustration that stem from a weak knowledge base and
negative experiences. Feelings such as fear, nervousness, stress, and confusion in
performing math functions and teaching math were part of the description of math
anxiety (Dutton, 1951; Harper & Daane, 1988). Causes of math anxiety and students’
past experiences that influenced their feelings of math anxiety include emphasis on right
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answers and right method, word problems, fear of making mistakes, feeling dumb when
unable to solve mathematics problems, confidence levels in mathematics ability, and
timed tests. One high school senior in a college algebra class described math anxiety as
“being lost 90 percent of the time” (Murr, 2001, p. 43). Some respondents described
anxiety as a positive motivating factor but most felt it to be a negative factor that they
might not experience in other subjects.
These emotions could be manifested in one subject where confidence levels were
low but not in other subject areas where confidence levels were higher. This would
corroborate Russell-Bowie et al.’s, (1993) and Marsh’s (1992) findings that anxiety is
domain specific. The following paragraphs will examine the literature concerning how
math anxiety can be evidenced during evaluative events such as testing, resulting in the
avoidance of math operations and usage. Next, a review of how math teachers influence
their students, how they construct a class climate when teaching math, and how they have
been prepared to teach. Lastly, how students with different learning modalities develop
and organize math concepts will be discussed. Subsequent sections of this paper will also
discuss anxiety while engaging in art activities.
Test Anxiety
Math anxiety is a complex relationship that connects the lack of knowledge,
preparation, and positive or negative experiences to being evaluated, and can result in a
sub-category called test anxiety (Buckley & Ribordy, 1982). Test anxiety in math, can be
defined as anxiety that has been triggered by an evaluative situation or event which is
commonly an assessment instrument administered in most educational institutions,
consisting of a paper and pencil style test (Tobias, 1977). Anticipation of this evaluative
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event leads to concerns about performing well on a test, which is equated with earning a
good grade. Achieving a good grade is connected to subject knowledge and
understanding, confidence through positive reinforcement, and feeling prepared.
In most art classes, one-on-one or group critiques, as well as portfolios, are more
commonly employed as an evaluative tool since paper and pencil tests are not used as the
standard form of artistic assessment. Critiquing as a form of assessment could elicit a
similar kind of anxiety associated with test anxiety in math for similar reasons such as
performance and grades. However, there are differences between a critique and a paper
and pencil test. A critique is a public display of one’s ability to perform well and neither
the critique nor portfolio provide a definitive assessment of the student’s work in the
form of a grade without clearly defined criteria.

For the student, achieving a grade can

be a subjective matter of whether the teacher liked the work or not.
To a student in math how a grade was achieved or earned may be clear. These
students often equate a grade with an objective numerical system of right and wrong
answers. A person can study to become more proficient in math. However, assessment
in visual art seems to be less cut and dry. Students in art may feel that they are being
judged on a personal level or on their creative talent and not on preparedness or factual
knowledge and understanding. There is a perception by students that one is unable to
prepare or study since one cannot study to become more creative (Smith-Shank, 1992).
Some art teachers are unclear about expectations and criteria which can also contribute to
a student’s inability to understand how a grade was earned.

Feelings of being personally

judged and lack of clarity in evaluative situations such as critiques and portfolios can
trigger in art something akin to test anxiety in math.
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Math Avoidance
The phenomena of math avoidance is described as an unwillingness to engage in a
math-related activity such as balancing a check book or skipping math homework
(Buckley & Ribordy, 1982). Math avoidance can be an outcome of math anxiety. This
could depend on attitudes or a mindset that leads to an inability to take risks, to try and
fail, or to learn from mistakes. Math anxiety may or may not lead to math avoidance
altogether. Chisholm (1980) differentiates between the two. She contends that math
anxiety is a correlate of math avoidance, which is not synonymous with math anxiety,
and “does not automatically signal the avoidance of math” (p. 2). Some portion of the
general population avoids using math or numbers. Within the student population, this
means that coursework in math is avoided, or that majoring in any profession that
requires a significant amount of math is avoided. The result is that this population will
rely on others to perform mathematical operations. According to Chisholm (1980), the
largest predicator of math avoidance was motivation, defined as a problem-solving
mindset. The motivated person is willing to experiment and explore while math avoiders
may appear passive, helpless, unmotivated, anxious, and unsure of their abilities. Selfconfidence plays a part in math avoidance. Chisholm (1980) suggests that the more
confident one is, “the less likely one is to avoid math” (p. 45). There can be a cognitive
dissonance for those who are the least confident in math—that is to say, a mistaken belief
that one does not possess the ability to learn math or to control the situation. There is a
sense of “learned helplessness” (p. 3).
A math-anxious person may believe that they do not possess the ability to learn
math; likewise, an art-anxious person may believe that they do not have the ability to
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learn how to become creative. Students begin to avoid the making of art altogether if
they believe they possess little talent. This belief mistakenly justifies exemption in
participating in art activities. The person who avoids art might also be unable to take
risks or they are unwilling to experiment because of a fear of failure and lack of selfconfidence in this domain, developing a negative mindset and lack of motivation. In art,
as in math, the successful student must be willing to learn from mistakes, to imagine, and
to innovate while actively participating in the process. Participating in the process comes
in other forms besides the creation of art products and includes visiting galleries and
museums, reading books about art history and artists, patronizing the arts, and supporting
the arts in the school curriculum. These activities may not be part of the lifestyle of the
person who avoids art.
Teachers’ Influence on Student Anxiety
Students may potentially become teachers and their attitudes and experiences as
students can have an influence on how they feel about a subject and the way they teach
that subject; therefore, it is important to examine how these attitudes and experiences
were formed. This appears to be a cyclical relationship as the teacher affects the student
and the student becomes the teacher, which affects the next generation of students.
Participants in Murr’s (2001) study held an opinion that their teachers “influenced their
attitudes toward mathematics” (p. 44) and were often cited as having a strong influence
on their students’ attitudes toward math (Bush, 1989; Harper & Daane, 1998; Murr,
2001). Students’ past in-class experiences that shaped their feelings of math anxiety
included “(a) an emphasis on the right answers and the right method (b) feeling dumb
when unable to solve mathematics problems and (c) having no confidence in mathematics

51

ability” (Harper & Daane, 1998, p. 32). Harper and Daane determined that teacher
instruction and attitude was cause for some students’ anxiety. Specifically, students cited
the quick pace of the class, memories of teachers who told students they would never be
one of those people who could perform well in math, and being embarrassed by the
teacher.
Bush (1989) asked the questions “Do elementary teachers with math anxiety
transmit it to their students? Do these teachers teach mathematics differently than
teachers without math anxiety?” (p. 499). Bush (1989) found that math-anxious teachers
tended to teach in more traditional ways. For example, they tended to give students more
seat work and more whole-class instruction. They spent less time checking students’
homework or checking such activities such as problem-solving, instruction in small
groups, individualized instruction, or playing math games. They also tended to focus
more on skills and less on concepts. Math-anxious teachers may tend to practice a
familiarly safe class management and are less likely to take risks. Similarly, teachers
who are untrained in art may fall back on art activities that are less experimental in nature
and more teacher-directed (Gray & MacGregor, 1991).
These math studies share similar findings with studies concerning memories of
pre-service teachers’ experiences in art classes. However, art teachers are not anxious
about teaching art but classroom teachers who teach art may be. In each case, both art
teachers and classroom teachers were responsible for the development of art attitude in
students. Specifically, students believed that teachers’ attitudes effected how they felt
about art and, in part, were made to feel inept in art by the teacher’s attitude toward these
students. They remembered their teachers paying particular attention to the so-called
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“talented art students” believing that they were not part of this elite group. They referred
to teachers whose art activities where either too rigid or whose expectations were too
open-ended and unclear as well as receiving a lack of instruction in art techniques and
skills (Galbraith, 1991; Green, Chedzoy, et al, 1998; and Short, 1995).
Comparing studies in math and art is key as these studies indicate the need to
include teaching strategies and information in methods courses that could decrease
anxiety for students who will become teachers. It is also imperative to raise the
awareness of pre-service teachers concerning the effect they have on students. “If future
elementary teachers understand what caused their own anxiety they may be better able to
promote an atmosphere that helps inhibit math anxiety in children” (Harper & Daane,
1998, p. 34). It is important to bring up these questions about teachers’ influences while
investigating teachers’ attitudes toward art or math because they could have an effect on
student learning and achievement.
Math Preparation Coursework
By examining studies that focus on attitudes of students and teachers, we can then
begin to question teachers’ undergraduate preparation coursework in math. What kinds
of beliefs and attitudes do pre-service teachers hold when entering undergraduate math
courses? Early research (Dutton, 1951) reported that pre-service teachers held negative
attitudes toward math and reported a lack of understanding and interest in the subject
along with a “feeling of insecurity and inferiority” (p. 87). These same attitudes in math
could be compared to pre-service generalist teachers entering methods courses with an
underdeveloped understanding of art content and methodology while feeling insecure
about making art or teaching art (Dikert, 1995; Galbraith, 1991).
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As Galbraith (1991), Grauer (1992), Green et al. (1998), Hall (1978), and
Kowalchuck (2000) studied methods courses in art, Harper and Daane (1998) and Tooke
and Lindstrom (1998) have studied methods courses in math examining how this
coursework prepared pre-service teachers for the rigors of the mathematics classroom.
One problem cited by Tooke and Lindstrom (1998) is that content courses in math do not
address how children learn. Ironically, Tooke and Lindstrom (1998) explain that the state
of Texas has legislated the ban of methods courses in favor of content courses, such as
mathematics, in the belief that content courses alone will produce good teachers. Other
states have made the same recommendations or administer teacher tests that concentrate
on content knowledge with little to no teaching methodology represented in the test.
Tooke and Lindstrom suggest that mathematical methods courses contribute to reducing
anxiety in math and can be presented in such a way as to relate the teaching of math to
the young child. “Seeing that children have difficulties with mathematics principles may
help college-age students accept them” (Tooke & Lindstrom, 1998, p. 138).
Art history courses and courses in studio techniques will contribute to a teacher’s
knowledge-base in art but do not relate information about the teaching of art to a young
child. Art methods courses can and should address the stages of a child’s visual
development, along with pedagogy, and teaching methodologies. These methods
courses can also reduce anxieties in teaching and making art by focusing on pre¬
conceptions and attitudes of pre-service generalist teachers (Dikert,1995; Galbraith,
1991; Grauer, 1998).
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Learning to Establish a Class Climate
In a methods course, pre-service teachers begin to make connections between
content knowledge, teaching methodology and pedagogy. Learning methods of
instruction in a content area and implementing them may help to reduce anxiety and
establish a positive climate in the class. Class climate or environment was shown to be
important in creating experiences that formed students’ attitudes toward math, both
positive and negative.
Students often mentioned classroom environments or climates that were tightly
structured and rigid, pressure concerning getting things done right, emphasis on tests and
grades, and lastly, being made to feel “stupid and dumb” by the teacher (Harper & Daane,
1988, p. 35). Murr (2001) contends that teachers can have a positive influence on the
climate of the math class by 1) Slowing the pace of the class, 2) Limiting the number of
topics covered, 3) Providing hands-on activities, 4) Building concepts from concrete to
abstract, 5) Modeling strategies, 6) Explaining to students that solving mathematical
problems are challenging and that it is acceptable to make several attempts at solving
them and 7) Paying attention to accurately evaluating students and varying assessment
strategies. Harper and Daane (1998) found that 1) working with a partner, 2) working in
cooperative groups, 3) working with small groups or in centers, 4) using manipulatives,
5) writing about mathematics in a journal, and 6) doing field work in a school decreased
anxiety.
Working in groups, sharing strategies, accomplishing some part of the task, and
emphasis on process can also reduce anxiety (Murr, 2001). Murr (2001) concludes that
the process is as important as getting the right answers in math. In art, the process for the
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student is more essential than producing an artifact or art object and establishing a
positive climate in an art class is just as vital as establishing a positive climate in a math
class. The experiential and experimental nature of an art class is conducive to working
with partners or groups in helping to problem-solve, sharing strategies during critiques to
help revise, allowing change through the various stages of an art work, modeling
techniques and skills, and assessing through clearly established criteria. Teachers should
be mindful of not rushing students through art activities, structuring enough time to
complete the process and allowing for the individual expression through choice of
materials and subject matter.
Art and Math
Students have their own style or modality of learning. Some students are visual
learners, others are auditory, kinesthetic, or logical sequential learners (Gardner, 1982).
The way a classroom is structured may favor one modality over the other and could
produce anxiety in students whose modality is ignored. It is necessary for teachers to be
cognizant of the ways in which students learn and structure class activities that can
facilitate learning for each student (Biller, 1995; Gabel,1983).
Learning modalities may also affect students’ confidence in a particular domain.
While some students may be anxious in art, they may not be anxious in math or vice
versa. Interestingly enough, artists often speak of experiencing math anxiety.
Russel-Bowie et al (1999) and Marsh (1992) have stated that anxiety is domain specific.
This specificity may also have a connection to dominant hemispheres of the brain. Art
and math, in some instances, are two different kinds of operations as math is associated
with left-brain learning and art is associated with right-brain learning but there appears to
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be some congruencies. While Short (1995) contends that art is an ill-structured domain
and math is a well-structured domain the commonality may be that “methods of
reasoning are the same in art as in math. They are intersecting and related in meaning.
They both are experiential tools that facilitate a transfer of learning for the art student”
(Biller, 1996, p. 2). In knowing how the math-anxious and the art-anxious student
operate in each domain, we may better serve both kinds of learners in each of those
domains. The following examines how the artist may approach math activities.
As stated by Chisholm (1980), a significant predictor of math avoidance is math
anxiety. The theory of left-brain versus right-brain operations may account for artists,
who are predominantly right-brained, experiencing math avoidance and math anxiety
(Biller, 1996). Biller suggests that the right-brain tendency of an artist also has been the
influencing factor in avoiding the left-brain characteristics in math. Gabel (1983) and
Biller (1995) believe that students with high math anxiety do better with more visual
approaches to problem-solving in math. A less didactic, non-discursive style of teaching
is called for but the typical mathematics course in high school is characterized more by
the left hemisphere. “Many art students commonly experience high anxiety when
involved in mathematical tasks. The traditional mathematics classroom fails to establish
a comfort zone for these students” (Biller, 1995, p. 3).
Biller (1996) focused on changing the attitudes of art majors enrolled in a math
course at the Ringling School of Art and Design. Using the Myers-Briggs indicator, a
four-year study of student learning styles resulted in the finding that those students were
predominately intuitive, perceiving students, who gathered information through
observation. Biller goes further in saying that these students liked to generate ideas, were
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imaginative, and sensitive. Besides being right-brain oriented, art students were used to
being active learners and so the role of the educator in the classroom for these students
should shift from lecturer to facilitator, promoting active learning. Biller (1995)
recommends changing the classroom to include an intuitive and perceiving learning style.
These characteristics allow for structured classrooms that enable students to participate in
trusting, cooperative, and collaborative relationships, relaxing and motivating
environments, and expressive and imaginative opportunities. These opportunities for
students who operate in intuitive ways can mean self-instruction, group activities, and
teacher contact, while the perceiving style includes students who pursue their own way of
problem-solving and being able to work on assignments that make sense to them.
Participants in these studies recommend that teachers give clear instruction,
assign collaborative group work, and be less didactic while constructing and facilitating
learning opportunities that engage students as active learners. Finally, the method of
instruction by the teacher may help to reduce anxiety. Teachers should act as facilitators,
and give students a chance to try and fail, and the chance to experiment (Biller, 1995;
Gabel, 1983; Harper & Daane, 1998; Murr, 2001).
To sum up math anxiety in the literature, it becomes apparent that anxiety is an
emotional construct that is influenced by several different factors such as emphasis on the
right answers or right method, confidence in abilities, and feeling dumb or stupidemotions that are sometimes elicited by teachers or evaluative situations such as tests.
Anxiety is often described as frustration, stress, fear, nervousness, and confusion. The
result can be avoidance of math and use of numbers that can be characterized by avoiding
homework, balancing checkbooks, or choosing careers that use math extensively. Math
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anxiety can be related to preparation, positive or negative experiences, and fear of being
judged (Buckley, 1982; Bush, 1989; Harper & Daane 1988; Murr, 2001; Richardson &
Suinn, 1972; Tooke & Lindstrom, 1998).

Math anxiety can be alleviated if teachers

include more hands-on, experiential activities designed for diverse learning styles of their
students.
Math anxiety can be related to preparation, positive or negative experiences, and
fear of being judged. Do some pre-service generalist teachers experience similar anxiety
when participating in art related activities? What are the commonalities between math
anxiety and art anxiety? Participants in Murr’s study (2001) understood the value and
function of math in their everyday lives, fearing that poorly developed skills in math may
interfere with their abilities to choose high paying, interesting professions. Do generalist
in-service teachers understand the value and importance of art in their everyday lives or
can they define the function of art in education? Why do classroom teachers devalue art
in the curriculum reducing it to decorative frill? What is the history of classroom
teachers concerning attitudes toward art? Do they experience art anxiety and avoid or
trivialize the use of art in the classroom?
After teaching the art methods course to pre-service elementary generalist for
several years, I began to see similarities between math anxiety and the experiences of
these pre-service general education teachers toward art. Comments that I overheard in
class along with their responses to class discussions and weekly written journals reflected
an anxiety about engaging in unfamiliar art activities. As a former elementary art
teacher, I can testify to the struggle in educating classroom teachers about the purpose
and role art should perform in the school curriculum. I often asked myself why a
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pervading attitude existed among teachers that art was a subordinate subject, a frill that
served only as a decorative purpose, or an augmentation that supported other subject
areas. Is there a connection with teachers’ attitudes toward art and anxiety and the
position art maintains in the school curriculum?
The success of an art program has multiple facets and is part of a large equation
that has far reaching connections and implications. Holistic education is a partnership
that includes an equitable education for all and encompasses all disciplines with equality.
The total equation is the sum of its parts that include an art specialist in the school;
collaboration of the classroom teacher; education in the arts for pre-service general
education teachers that address art content, pedagogy, methodology, the development of
positive attitudes toward art; and last but not least, the support of the administration,
parents, and community. In viewing the whole school community of learners and
educators as partners in education, we must consider that we all have power to impact the
art program and the fallout can be both positive and negative.
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CHAPTER III
THE CASE STUDY

“Cognitive ability in complex and ill-structured domains emphasizes the individual case
in the absence of broad generalizations. It relies on interpretive activity to construct
understandings.”
(Efland, 2000)

A Researcher's Passion
Research is often characterized as an objective investigation, particularly in the
sciences. Biases and passions have no place in this arena. However, no research is ever
entirely neutral. Yet, in the complex lives and inner-workings of humans and their
experiences, experimental research may provide only a small slice of the whole picture.
Qualitative or naturalistic research may be better suited to describing the day-to-day trials
and triumphs of humankind. In particular, research in education often employs the
case study approach “so that specific issues and problems of practice can be identified
and explained” (Merriam, 1998, p. 34). The qualitative case study is a means of looking
closely at the qualities of a bounded system which are unique to that system.
The unique aspects of the individual case are likely to be emphasized, even
though such cases at times echo broad and overarching themes, like “man’s
inhumanity to man” or “the rich get richer,” but such statements about life and
what it means are not experienced through generalizations about it. Instead they
are stated and understood as adages or maxims rather than as scientific principles.
(Efland, 2002, pp. 162-163)
Adages or maxims can be experienced personally and a research topic often
originates from those personal experiences. These encounters drive our interests and
make us passionate about the topic that we research and, for that reason, we can not
always be dispassionate about that research. Before the research process begins, we must
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address those passions and biases. Once they are addressed, then we are compelled to
remain open to the many possibilities, and often unforeseen interpretations and
explanations that analysis of the data may reveal. This does not mean that we become a
“detached scientist” but, as Gillham (2000) says, a “participant observer who
acknowledges (and looks out for) their role in what they discover ” (p. 7). The
knowledge derived from a case study “resonates with our own experience because it is
more vivid, concrete, and sensory than abstract” and is “rooted in context” (Merriam,
1998, p. 31).
My passion has always been in teaching and creating art. I was an elementary art
teacher for 19 years prior to teaching at the university level. During those years, I spent
an inordinate amount of time educating parents, children, colleagues, and administrators
about what art was and what art was not. I advocated for the importance of integrating
the arts into the curriculum. At times this was not an easy sell. I can testify to the
struggle in educating core teachers and administrators about the importance and purpose
of the arts. Many art programs are often characterized as a decorative “frill,” secondary
to the core curricula, and marginalized. Many art teachers, including myself, often feel
that the importance of art in the curriculum is overlooked while other subjects take
precedence.
When I began teaching at the University of Massachusetts Dartmouth in the
College of Visual and Performing Arts, Art Education Department, I was assigned to
teach the course Art for the Elementary Class. This course fulfilled an art requirement
for general education pre-service students. While teaching this class I began to feel and
hear that these students were anxious about engaging in art activities. These activities
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included making art and critiquing their own work. I came to realize that this group of
students was very reticent to engage in art activities. Their exposure to the visual arts
was limited and their conception of how to use art in the curriculum was naive. These
students were studying to be science, language arts, social studies, and math teachers but
were not focusing on art as a part of the elementary curriculum they would teach. I began
to have concerns that these teachers would embark on teaching careers that would not
include art in their curriculum, not be able to work with an art specialist, or not be an
advocate for the importance of art in the curriculum during budget cuts that often target
the arts.
These concerns prompted me to conduct a small pilot study during the spring of
2001 and replicate this investigation during my comprehensive studies completed in
2004. These studies were an outcome of my interest to determine where and how these
pre-service teachers developed such attitudes. I studied the written critical responses of
art projects for the entire Art for the Elementary Class, as well as interviewing students
from that class. I had no problem gaining students’ trust and hearing about their feelings.
Analysis of these data revealed how anxious these students were about engaging in art.
They all experienced anxiety within the first two classes and became more comfortable in
varying degrees as the weeks went on. Students in these studies who had no early art
experience, either in their family background or during their early schooling, were found
to have the most anxiety or lack of confidence while participating in art activities. Their
attitudes shifted from negative or reticent while participating in art activities to willing
participants. Those who had little art experience in their early histories, experienced a
paradigm shift, a deeper understanding and appreciation of the visual arts, and were able
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to translate this into pedagogical application (Miraglia, 2002, 2004). However, we
cannot assume that pre-service teachers will use art in the school curriculum when they
become classroom teachers because of this exposure. More study on in-service teachers’
conceptions of art in the school curriculum was warranted in determining how these
conceptions were manifested in practice.
Approach to the Problem: A Qualitative Case Study
What continues to be missing from the literature is how these conceptions of art
by non-art educators are translated into the school curriculum. “It is the careful,
empirical study of content and activities in art lessons, the examination of specific skills,
and implicit values transmitted by the schools that is the neglected part of the literature”
(Bresler, 1992, p. 397). The purpose of this qualitative case study was to investigate how
the teaching and administrative members of a school community conceptualized art and
shaped how art was valued and implemented in that school. The design and structure of a
case study provided this researcher with “insight, discovery, and interpretation rather than
hypothesis testing...and [focused] on holistic description and explanation” (Merriam,
1998, p. 29).
Research Questions
Yin (2003) tells us that a case study is a “preferred strategy when the ‘how’ or
‘why’ questions are being posed, when the investigator has little control over events, and
when the focus is on a contemporary phenomenon within some real-life context” (p. 1).
The need to understand “how” the teaching and administrative staff in an elementary
school conceptualized art goes to the heart and the very nature of understanding “why”
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art holds a marginal status in the school curriculum as the teaching community has a
dominating influence in school practices and policies.
The following questions guided this study:
1. How do in-service classroom teachers conceptualize art in the school curriculum?
2. How do their conceptions of art manifest themselves in the classroom?
3. How do anxieties in the teaching of and the making of art affect the use of art in the
school curriculum?
4. How does an administrator’s background and conception of art affect what decisions
are made concerning art in the school curriculum?
5. How does the art teacher’s conception of art and the role it plays in the school
curriculum differ or match with classroom teachers?
Internal Review
Before data collection began, a proposal for this study was submitted to the
Human Subjects Review Committee of the University of Massachusetts Amherst. A
Human Subjects Review Questionnaire, abstract, and an informed consent form (see
Appendix A) were also submitted and approved.
The teachers and the principal who volunteered to participate were given an
informed consent form to read and sign (see Appendix A). The consent form stated that
participation in the study was voluntary and that they could withdraw at any time without
prejudice. Participants were informed that no original names would be included in any
written report, publications, or oral presentations. Only pseudonyms would be used.
The informed consent form made clear to participants the purpose of the study, how data
would be collected, and my contact information. They were also informed that the study
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would not be an evaluation of any participants’ teaching skills and, as such, no
information of this type would be shared with superiors, supervisors, or directors.
Participants had the right to review materials of the study pertaining to their personal
responses and a summary of the findings would be made available to them upon request.
Signatures were obtained by participants and me as the researcher, signifying
agreement with the provisions of the study. As a benefit of participating in this study,
participants were offered and received a twenty dollar gift certificate to participate in the
study. I also offered my expertise as an art educator to conduct a workshop for teachers
focusing on using art concepts and materials in their classrooms.
The Context, an Elementary School Building
Gillham (2000) defines a case study as a unit of human activity embedded in the
real world which can only be studied or understood in context, exists in the here and now
and merges with its context so that precise boundaries are difficult to draw (p. 1).
Merriam (1998) views a case study as a bounded system or context, fencing in what is
going to be studied as a specific and complex functioning entity. The context of a study
is meaningful because human behavior is often influenced in one way or another by the
environment that humans exist or work in. “If you want to understand people in real life,
you have to study them in context and in the way they operate” (Gillham, 2000, p. 11).
Merriam (1998) states that the most salient characteristic of a case study is “in delimiting
the object of study, the case” (p. 27). Choosing a case site in order to maximize the
identification of the problems and issues is primary to the study. “A case and its context
may “be selected because it is intrinsically interesting” where a researcher can “study it to
achieve as full an understanding of the phenomenon as possible” (Merriam, 1998, p.28).
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This study sought to investigate a principal, an art teacher and a group of teachers in the
context of an elementary school as a bounded system.
A southeastern Massachusetts school district was chosen for the study as a
convenience sample. A request was made to the art director of a southeastern
Massachusetts urban public school district, via a phone conversation and letter (see
Appendix A), to conduct this case study in an elementary school in that district. The art
director offered to make my request to the superintendent of schools who subsequently
granted me permission to conduct the study. My original request was to identify a school
where the principal seemed unresponsive to the art curriculum. The director seemed
reticent to identify such a school and, instead, identified a principal that was artistic and
supportive of the arts. I made a decision to conduct this study in this identified school on
the premise that findings would be less influenced by my bias. I held the belief that a
principal who was sympathetic to art would be more likely to promote and advocate for
art in the curriculum than a principal who was not.
The principal invited me to speak at a faculty meeting in order to explain my
intentions for conducting the study and to ask for volunteers from the faculty to
participate. An introduction letter was given to each teacher at that meeting explaining
my intent (see Appendix A). This letter requested volunteers’ contact information as well
as provided my contact information. Eight teachers volunteered as well as the principal.
Later, a fourth grade teacher, the teacher in charge, and the art teacher, who were not at
the meeting, volunteered upon my request. These 12 volunteers read and signed a
participant-informed consent form before data collection began (see Appendix A).
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Pilot Study
I developed an interview protocol for this study similar to the protocol used for
my comprehensive study when I interviewed pre-service teachers to determine their
knowledge of art, their background in art regarding exposure to art and art activities, and
conceptions of art. This interview protocol proved to be the most important source of
data in my comprehensive study as participants were able to elaborate on and respond to
prompts from the interviewer.
The interview protocol for this case study was first tested by interviewing four
classroom teachers who did not teach in the designated school, in order to adjust
questions and determine the amount of time needed to conduct the interviews. There
were a few minor changes and additions in the in-service protocol from the pre-service
version as the interviews were tailored for each of the participants in this study; the inservice classroom teachers, the art teacher, the principal, and the teacher in charge. The
changes addressed how classroom teachers saw the role of art education in the school
curriculum, whether they felt prepared to teach or integrate art in the school curriculum,
whether they had any reservations or anxieties when teaching or creating art, and their
perception of how they implemented art in their classrooms. The interviews also
investigated the relationship between the art teacher and the classroom teachers and the
art teacher’s perceived value of the art program. The principal’s interviews also focused
on how that principal determined policy and decision making concerning the art teacher
and the art program within the school.
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The Process of Collecting Data: A Timeline
Gathering multiple sources of data is indicative of a qualitative case study along
with open-ended research questions that don’t rely on “a priori theoretical notions”
(Gillham, 2000, p. 2). Wolcott (1994) describes the three major modes in which
qualitative data are collected: “Participant observation (experiencing), interviewing
(inquiring), and studying materials prepared by others (examining)” (p. 10). For this
study, multiple sources of data were collected over the course of seven months and
included observations, in-depth interviews, photos of the interior and exterior of the
school building, photos of student work, and the collection of documents.
Conducting Interviews. I conducted two in-depth interviews with all participants
that followed a semi-structured interview protocol (see Appendix B) in the months of
May and June of 2005. The interviews lasted 45 to 60 minutes in the teachers’ own
classrooms during their preparation period or after school. The interviews for the
principal and teacher in charge were conducted in their offices. The interviews were
tape-recorded, and later transcribed.
During the interviews, participants were also asked about their knowledge of art
and their comfort level of drawing through the use of an artists’ check list, a drawingcomfort scale, and an art knowledge questionnaire. Participants were first given a list of
73 artists and were asked to check off any artist’s name that they recognized. Participants
were then asked to indicate their comfort level on a scale from one to five (one being the
least comfortable and five being the most comfortable) if they were to hypothetically
draw a cat, a dog, a flower, and a person (see Appendix B).
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In the Art Knowledge questionnaire, participants were shown 29 examples of
artworks (see Appendix D) and were asked to respond to them in order to determine
participants’ knowledge of art. The artworks were taken from the book Exploring Visual
Design: The Elements and Principles by Gatto, Porter and Selleck (2001). Participants

were asked questions concerning these 29 works of art in order to determine their ability
to describe and analyze a piece of art work and identify artistic elements. According to
Parsons (1987) people
have different expectations about what paintings in general should be like, what
kinds of qualities can be found in them, and how they can be judged; and these
expectations deeply affect their response. Assumptions of this kind are often
implicit, not consciously brought to mind. (p. 3)
Participants’ descriptions of the art work were compared with Parsons’ stages,
one through five, of understanding art which is a developmental sequence that “plots the
growth of our constructions as we gradually come to understand a major area of
cognition” and understandings in art (Parsons, 1987, p. 11). “Each stage is a loosely knit
structure in which a number of ideas are shaped by a dominant insight about art” (p. 20).
Parsons conducted a qualitative ten year longitudinal study of people’s understandings of
art based on over three hundred interviews ranging from preschool children to professors
of art. His study focused on explicating the ways paintings were understood by what was
said about them. Parsons’ premise was that “people respond to paintings differently
because they understand them differently” (Parsons, 1987, p. 1). These understandings
are based on a sequence built on a series of insights which amounts to a developmental
account of aesthetic experience and understanding. Each step is a progression toward a
deeper understanding of art.
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Parsons lists five stages of understanding. Stage One: Favoritism (as a five year
old), is characteristic of a young child’s response to an artwork. Psychologically there is
little awareness of any other point of view but one’s own; in other words, it’s a
relationship of personal preferences based only on experience with no comparisons or
connections to others. Stage Two: Beauty and Realism (as a ten year old), is
characterized by the idea of representation where the basic idea of a painting is to
represent something but can begin to implicitly acknowledge another person’s
perspective. Stage Three: Expressiveness (adolescence), characterized by the valuing of
creativity, originality, and depth of feeling where a person is able to interpret and
communicate the feelings and intent that may be expressed by the artist. Stage Four:
Style and Form (young adult), characterized by new insight that appreciates painting as a

social rather than individual achievement, emphasizing the way a medium is handled in
relation to style, traditions, and historical context setting itself apart from literal
interpretations. Stage Five: Autonomy (professionally trained adult), characterized by the
individual’s ability to judge concepts and values of changing traditions and construct the
meanings of artworks by readjusting to fit contemporary circumstances resulting in
wonder, awareness, and questioning that is indicative of the professional artist (Parsons,
1987, pp. 22-26).
Field Observations. Conducting the interviews at the beginning of the study
helped to inform me about what to observe within the elementary school. Two types of
observations were conducted. The first were informal field observations conducted in the
form of walkabouts. The walkabouts were carried out over the months of May and June
and then again in October, November, December of 2005, ending in January, 2006.
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These walkabouts, consisted of walking through the corridors of the school as I focused
on the kinds of displays, decorations, and images in the classrooms and hallways as well
as the seasonal changes of these displays. It was also noted during these walkabouts if art
activities were in process in the classrooms. Time, date, and notes pertinent to the
walkabouts were recorded in a field log.
The second type of observation was more formal as teachers designated a time
when I could come to observe their interactions in their own classrooms. Three
classroom teacher participants and the art teacher volunteered to be observed. I observed
these three classroom teachers and the art teacher in the process of using art materials
with their students from May, 2005 through January, 2006. I observed two preschool
classroom teachers once for 30 minutes, a fourth grade classroom teacher twice for an
hour each time, a fifth grade classroom teacher three times for an hour each time and the
art teacher for an hour. The total number of observation hours in the classroom was
seven hours. The art teacher’s use of materials, curriculum, interaction with students, and
the art schedule was observed and noted. I made entries of observations and notes in a
field log as a non-participant observer. Classroom dialogues during these observations
were written in semi-verbatim script tape.
Data Analysis
Multiple forms of data were intended to reveal evidence that produced thick
description, replete in detail for understanding and constructing theory, “grounded in the
evidence that... turned up” (Gillham, 2000, p.12) in order to “develop conceptual
categories” (Merriam, 1998, p.38) by systematically uncovering relationships (Wolcott,
1994). Miles and Huberman (1994) suggest that it is legitimate in a qualitative design to
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construct the framework or theory from the “bottom up-from the field to the concepts.
The steps (a) establishing the discrete findings, (b) relating the findings to each other, (c)
naming the pattern and (d) identifying a corresponding construct” (p. 262).
Memos were written at varying times throughout the analysis process so that
issues were identified early in the process, propositions were developed, and
interpretation began. The interpretation of the data depended on finding sense and
meaning by uncovering contrasts and similarities between and among participants as well
as events, the school building, and classrooms. Constructing a logical chain of evidence
was crucial in order to tie the findings into a coherent framework (Miles & Huberman,
1994) building the theory of how conceptions of art by non-art educators were
implemented into the school curriculum.
Analysis of Documents and Images. Student papers that were decorated with
images, student worksheets, photos of student art work, and the school’s printed materials
that were pertinent, such as the Marking and Promotion handout and the Student/Parent
Information Handbook, were collected. The environment of the school building was
documented by photographs of the interior and exterior. The intention in collecting these
documents and images was to determine how classroom teachers and the art teacher
approached the creation of student work and how they assessed student art work. The
content of documents and student work were interpreted by systematically finding the
relationships, similarities, and disparities. Photographs of images were grouped as to
whether they were adult-generated, student-generated, or commercially generated.
Analysis of Field Notes. Transcriptions of field notes were separated by informal
(walkabouts) and formal observations. The informal observation field note transcripts
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focused on the school’s environment regarding the decorations in the corridors, display
cases, classroom displays, and bulletin boards and were analyzed for content. Art
activities, location of displays, and change of images and decorations throughout the
school were noted and highlighted. Formal observations were highlighted for classroom
teachers’ uses of art concepts and art materials in the curriculum, how they decorated
their rooms, interaction with students, and the frequency, time of day and days of the
week that art activities occurred within their classrooms. Children’s artwork was
examined to determine if it was student-directed or teacher-directed and if the work was
generated by the classroom teacher or the art teacher.
Analysis of Interviews. Interviews were transcribed and read four times: once for
verbatim accuracy, comparing audio tapes with typed transcripts, then, once for content,
once for open coding, and again for grouping patterns and themes. Transcriptions of
interviews were first highlighted for salient occurrences, events, ideas, actions,
interactions, and concepts that “reveal[ed] those underlying properties and structures and
relationships that are the stuff of analysis” (Wolcott, 1994, p. 30). Remarks and
comments within the margins of the transcripts were notated in advance of developing
codes.
A participant case profile was developed from transcripts to establish each
participant’s background as related to art activities and experiences. The information in
these profiles focused on the following: first memories of making art, memories of art
making as a child, elementary and secondary school experiences in art, art activities that
participants engaged in with their own children, pre-service preparation in art,
professional development in art, personal activities in art, self-assessment of art
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knowledge, art attitude and confidence, favorite artists and preferences, relationship with
art teachers, understanding of art and artist, use of art and materials in the classroom,
knowledge of frameworks, objectives, assessment and curriculum in art, opinions on
standardized testing, budget, art resources, and value of art in the school curriculum.
Analysis of Art Knowledge. During the art knowledge portion of the interviews,
answers were analyzed based on the recognition of content, title, medium, intent, artist,
design elements, technique, mood, artistic movement, making connections to other ideas
and images, appreciation of the work, and how the work was described. The answers in
the Art Knowledge Questionnaire were counted in each area for each individual
participant and totaled across participants. These totals were described as a percentage of
how often participants were able to answer the questions according to all of the above
mentioned criteria.
In the Artist Familiarity List, participants were given a list of well-known and
relatively well-known artists that would be introduced to students in an art curriculum.
Participants were asked to check the artist’s name that seemed familiar. A simple ratio of
the number of checks over the number of artists on the list became the score with which
to gauge familiarity with artists. A Comfort Scale was also presented to the participants
during an interview (see Appendix B). Participants were asked to indicate how
comfortable they felt about drawing first the image of a cat, then a dog, a flower, and a
person. Participants marked an X on the line revealing whether they were 1—
uncomfortable, 3—somewhat comfortable, 4--moderately comfortable, or 5—most
comfortable. These numbers were aggregated for each image into a visual representation
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or bar graph to determine overall comfort in drawing among teacher participants (see
Appendix B).
Developing Codes. The principal’s, classroom teachers’, and the art teachers’
responses to interviews were compared across interviews, Art Knowledge Questionnaire,
images, and observations through constant comparison. While analyzing the interviews,
images, and field notes for content, large descriptive categories were developed that were
characterized by the following: use of art in the curriculum, use of art resources, use of
the art teacher, integration of art, assessment of student art, understandings of art,
confidence and anxieties associated with making art, coursework and preparation, past
school and parental experiences, and art enjoyment and appreciation. Data from the
interviews and field notes were analyzed through open coding as defined by Strauss and
Corbin (1998):
To uncover, name, and develop concepts .... open up the text and expose the
thoughts, ideas, and meanings contained therein. Broadly speaking, during open
coding, data are broken down into discrete parts, closely examined, and compared
for similarities and differences. Events, happenings, objects, and
actions/interactions that are found to be conceptually similar in nature or related
in meaning are grouped under more abstract concepts termed “categories” (p. 102)
A book of discrete interpretive codes was developed that were based on invivo
phrases or meanings (see Appendix E). These codes were categorized and associated
with a color (pink—use of art in the classroom, orange—integration, black—resources,
green—assessment, red—attitudes, purple—family and school influences). Pattern coding
was conducted as codes were counted for frequency of occurrence on each individual
participant, then gathered together to elucidate patterns or groupings of ideas that
coalesced into the following areas:
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1. Teachers’ and principal’s conceptions of art.
2. Teachers’ and principal’s background, knowledge base, and anxiety level in art.
3. Teachers’ and principal’s relationship with the art teacher.
4. Value, implementation and integration of art in the school curriculum.
5. Curricular pressures.
The properties of art anxiety (dimensions low to high), art knowledge (dimensions
Parsons stages one to five), use of art in the classroom (dimensions none to full), and
stressors in the classroom (dimensions low to high) were determined for each participant.
Lastly, through axial coding (Strauss & Corbin, 1998), clusters of data were organized by
commonalities and patterns arranged around the axis category of teachers’ conception of
art. Related subcategories or themes, properties and dimensions were linked, reduced,
and refined into a meaningful whole as a conceptual model of teachers’ conceptions of art
(see Figure 1).
Trustworthiness
Addressing researcher’s bias was a necessary step in the process in order to
maintain trustworthiness or the “goodness” of the study (Miles & Huberman, 1994).
Researcher’s bias may affect the case in two possible ways: “(A) the effects of the
researcher on the case and (B) the effects of the case on the researcher.” (Miles &
Huberman, 1994, p. 265). To avoid the effects of the researcher on the case, I spent time
walking around the school and talking to people in informal ways. I made my intentions
and purposes clear as to the reasons that I was conducting the study, what my procedures
were, and that the outcome of the study would become my dissertation. I tried to make
the process as transparent to participants as possible.
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In order to examine the effects of the case on the researcher, I employed the
assistance of critical friends. Two critical friends, a first grade teacher from another
school district and a university professor of art education, were engaged to read the raw
data. These critical friends also participated in discussions concerning preliminary results
and in the end, they concurred with final results. A member check was also conducted.
Summaries of individual interviews were sent to the respective individual participant to
confirm, refute, or amend the information. No participant disagreed with the information
presented to them.
Lastly, triangulation occurred by “comparing and cross checking the consistency
of information derived at different times and by different means within qualitative
methods” (Patton, 2002, p. 559). These methods were in the form of interviews,
observations, and the collection of images and documents. There was a consistency in
the overall pattern of the different forms of data and, in the final analysis, these multiple
data sources supported and corroborated findings from each source (Miles & Huberman,
1994).
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CHAPTER IV
RESULTS

“Principles for the Development of a Complete Mind: Study the science of art. Study the
art of science. Develop your senses-especially learn how to see. Realize that everything
connects to everything else.”
(Leonardo DaVinci)

The Medium of Water: A Metaphor
This study investigated elementary school teachers’ and administrators’
conceptions of art, their feelings and anxieties associated with their practice and inclusion
of art in the classroom, and a principal’s conceptualization of art affecting decision
making about the role art plays in the school curriculum. A comparison of teachers’
conceptions of art and the art teacher’s conception was made. I started by describing
teachers’ beginning backgrounds in art and my subsequent interpretations are presented
as a metaphor likening teachers’ shallow conceptions of art as skimming the surface
rather than having a full understanding of the role of art in the school curriculum as
plunging deep below the surface of the water. This metaphor was separated into six
themes to explain and describe the results of this study: 1) Skimming the Surface of the
Water—Classroom Teachers’ Inadequate Background in Art, 2) Wading in the Shallows -Classroom Teachers’ Shallow Conceptions of Art, 3) A Choice Not to DiveManifestations of Classroom Teachers’ Conceptions of Art in the Classroom, 4) Fear of
the Water—Anxieties Associated with the Teaching and Making of Art, 5) Unable to Take
the Plunge—A Knowledgeable Principal’s Indecision, and 6) Drowning in
Responsibilities—An Overwhelmed Art Teacher.
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Description of the School Building
The elementary school was built three years previously on the same site as the old
school and housed the preschools, kindergartens, and grades one through five. The
school was bright, clean and modem. Each room was equipped with its own audio visual
equipment that included a large television suspended in the corner of each room. Every
classroom opened out to large spacious windows. A courtyard was built in the center of
the building. The school was built between two levels of the street so that there was an
entrance to the school on both the first and second floors. The office was located in the
front comer of the lower level, the nurse’s station was next to the office and a faculty
room was next. Grades three, four, and five classrooms were also located on the lower
level. The second floor included another faculty room, the library, computer laboratory,
preschools, kindergartens, and grades one, two, and three classrooms. The cafeteria/gym
was in the center of the second floor while the art and music rooms were located in the
far comer of the second floor. A large recess yard with colorful playground equipment
could be seen from the street and was located in front of the building.
There were two small bulletin boards on the wall of the lower-level foyer near the
office. No other bulletin boards were on this level as lockers lined the corridors of the
first floor. Free standing boards were set at the bottom and top of the back stairwell
leading to the art room. Four other bulletin boards were attached to the walls in the
corridor outside of the art room. A set of built-in display cases were installed near the
second floor entrance. Seven large bulletin boards were located in the preschoolkindergarten corridor on the second floor. Six bulletin boards were installed on the inside
of each classroom along with a white board and a green board.
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Four hundred and fifty students were enrolled in the school. Class size averaged
18 to 24 students with three sections of each grade level. The structure of each grade
level consisted of a team of three teachers; one teacher taught the inclusion section
(including four to five students with special needs), another teacher taught the integrated
section (including seven to eight students with special needs), and the last teacher taught
a regular section. The preschool classes also included a medically fragile section. At
least one teacher in each team possessed a degree in special needs.
Participants: Teachers and Principal. All participants were female and were
assigned pseudonyms or code names. The average number of years teaching was 18.5,
with a range of 10 to 32 years. There were two preschool, one kindergarten, one first
grade, one second, one third, one fourth, and two fifth grade classroom teachers who
participated in this study as well as one art teacher, the teacher in charge, and the
principal. The highest degrees earned were four master’s degrees, one CAGS, and seven
bachelor degrees. Two teachers were working toward their master’s degrees (see Table

1).
Sunny and Kit were the pre-k teachers, Madge taught kindergarten, Gerry taught
first grade, Charlie taught second grade, Kim third, Millie fourth, and Codey and Carly
taught fifth grade. Marie was the art teacher, and the administrators were Nora, the
teacher in charge, and Jill the principal. These were experienced, dedicated hard-working
teachers who volunteered to participate because they wanted to help a fellow teacher.
They understood that they were committing precious time from their very busy schedules
to be interviewed.

Indeed, it was noted by one of the participants that the teachers who
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Table 1: Description of participants
Gender
Grade Level
Name
Sunny
Kit
Madge

Female
Female
Female

Pre-K
Pre-K
K

Years of Teaching
Experience
13
21
21

Gerry
Charlie
Kim

Female
Female
Female

Gr. 1
Gr.2
Gr. 3

14
25
25

Millie
Cody
Carle y

Female
Female
Female

Gr. 4
Gr.5
Gr. 5

12
13
10

Marie

Female

Art teacher

32

Nora

Female

15

Jill
Total

Female
12
Female

Teacher in
Charge
Principal

26
227/12=
Average of 18.5
years teaching
experience

Last Degree Earned
Bachelor of Education
Master of Education
Bachelor
of Special Needs
Master of Special Needs
Working on a Master’s
Bachelor
of Education
Master of Public Policy
Working on Master’s
Bachelor
of Education
Bachelor
of Education
MBA in Business, CAGS
in Administration
Master of Counseling
5 Bachelors
4 Masters
2 working on Masters
1 CAGS

volunteered were the most likely to use art or be sympathetic to my request. This may
have been true because, at first I tried to persuade two other fourth grade teachers to be
interviewed. One explained to me that she had no time because of family commitments;
the other flatly told me that she didn’t make much art in her classroom anyway. The
teachers who volunteered were not the extreme cases and, in the end, may reflect what
most teachers say and practice. There may have been a motive that was less explicit as
the principal revealed to me, “I am really glad you came and I think they enjoyed talking
to you too because I think no one ever really listens to anything they [the teachers] say.
They could sit down and say what ever they felt or thought.” It felt good to be able to
provide a forum for these teachers while they were helping me. Participants in this study,
except Marie the art teacher and Jill the principal, are referred to as teacher participants.
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Jill and Marie are addressed in separate sections of this dissertation (pages 124 and 138
respectively).
Skimming the Surface of the Water
Skimming the Surface of the Water described classroom teachers’ inadequate
background and knowledge base in art. Teachers were unable to remember or describe
many lasting memories. In order to arrive at an understanding or an explanation, we
must first examine how conceptions of art were preceded by participants’ histories,
preconceptions, and self-conceptions. Tracing teachers’ histories in making art start at
memories of their first art experiences. In the following sections, childhood and school
backgrounds of teacher participants are detailed. Interviews revealed that teacher
participants’ family histories varied from having easy access to a large variety of
materials to a limited access to materials. Encouragement in art by parents was neutral,
that is to say there was no overt encouragement or discouragement by parents.
Family History
Carly described her childhood exposure to art as being allowed to use any kind of
materials that included “nails, and wood and hammers and even paint.” She said that her
parents were not artistic but that they gave her free reign. “They just kind of let us do
what we needed to do.” Carly was motivated to use these materials to pass the time
creatively. “I’ve always been an artsy kind, even as a child, with Popsicle sticks or
coloring rocks, just doing little creations.... just kind of occupying time and just being a
little creative.”
Millie had a father that could draw well and she liked to spend time with him.
“My father used to like to draw things and make (things).... but I used to hang out in
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the basement with him and make little things. Little things out of wood.” As a child,
Millie did not lack art materials as they were readily available to her.
I always had tons of crayons and we always had paper all over the place in the
house, construction paper and all different kinds of paper. We always had glue
and paint and all of those kinds of things and play dough.
Millie’s parents did not encourage or discourage her in pursuing art and this resulted in a
neutral stance. “I don’t know that I was encouraged; I wasn’t ever discouraged. 1 don’t
remember having a talent that was encouraged.”
Gerry, Sunny, Madge, Charlie, and Codey also described their childhoods as
having parents that provided lots of materials and allowed them to just do whatever they
wanted with them. These materials ranged from “lots of messy stuff’ (Gerry) or more
ordinary materials such as paper dolls, coloring books, crayons, pressing leaves, and
decorating soaps. Many of the memories involved holiday art making. Sunny
remembered that she loved to draw freehand but disliked perspective drawing. Both her
mother and grandmother “doodled” and drew pictures of mothers and children.
Kit, Nora, and Kim, had art experiences that were more limited in that they had
very little exposure to art in their homes. Kit said she liked to create “things” rather than
draw. She spoke more of her siblings’ abilities to draw well.
I don’t remember other than I knew within my family I wasn’t as talented with the
ability to do representation and perspective drawing, but I liked to create things so
I had sisters and a brother who could draw very well.... I really can’t. There is
nothing that stands out very much. (Kit)
Kim and Nora had no childhood memories of making art “Gee, I don’t remember doing
any of that at home” (Nora). Kit, Nora, and Kim’s memories of art experiences were
forgettable or nonexistent. “I probably didn’t have much exposure to it, unless it was
something we did in school. We didn’t do much at home” (Kim).
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Instruction or guidance in how to use art materials was not provided by parents
for any of the participants. Parental instruction, art lessons, and museum visits were not
mentioned by teacher participants of their family memories during the interviews.
School Backgrounds
Elementary school experiences were not deeply committed to memory and hardly
seemed to make an impression for these teacher participants. Elementary school art
experiences for teacher participants either made no impact or were described as being
very teacher-directed, rigid, and structured. Five of the ten classroom teacher
participants’ art classes were taught by their classroom teachers; four of these teachers
attended parochial Catholic elementary schools. Two teacher participants had no
memory of their elementary art class. Only three teacher participants had an art teacher
who taught art to them in elementary school.
The Catholic elementary school art classes for Charlie, Madge, Carly, and
Millie’s were taught by classroom teachers and were either negative, teacher-directed, or
forgettable. Carly remembers that there was no individuality in her elementary school art
program as the art activities were very teacher-directed. “I went to Catholic School....
The teachers were our art teachers as well as academic. I remember it was copying off of
the board.... Like if they didn’t glue the eye in the right spot, a comment was made”
(Carly).
Madge enjoyed her elementary school experience and the teacher-directed
approach in art because she was told what to do. “They taught everything. I just
remember liking that. And knowing that I never really had like a natural talent for art,
but if you could tell me what to do, and how to do it, I could do it.” Charlie also went to
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a Catholic elementary and junior high school where art was taught by her classroom
teacher. “It was very rigid. It was not lessoned. You had to copy the model_It wasn’t
expression.” In sixth grade Charlie had an art teacher but her art lessons were still
described as very “teacher-directed” and about “following directions.” Charlie looked
forward to that part of her week. “I guess at that point, I didn’t know of any other way.
... It was my favorite thing to do.”
Nora could hardly recall her elementary school art experience except to say “we
did just line drawings.” Millie’s elementary art experience made no impression. “Well,
in grammar school, I don’t remember art that much” (Millie). Sunny went to public
school and felt that her elementary art teacher’s approach was too teacher-directed.
I never particularly cared for art in school. I didn’t feel I could really express
myself. ... I always felt like I had to replicate whatever they were doing. That’s
not necessarily what I wanted to do. ... I just didn’t like it. (Sunny)
She preferred to create her own drawings and appreciated her classroom teacher who
allowed her to illustrate booklets for ancient history.
So the only time I really enjoyed art was when I was in sixth grade, for extra
credit, and she used to give little prizes ... for ancient history. We could ... do
whatever we wanted with those booklets, we had to do some writing, but we
could also draw .... I liked to draw, so I always had a lot of illustrations. And
that’s the only time I really remember in school enjoying art. (Sunny)
Codey transferred to another elementary school in fifth grade. She felt her
elementary art teacher was wonderful and encouraging but she still felt inept. “I
remember being somewhat inept.... I just didn’t fit what skills they had already acquired
from grade K to that point.... I mean she was a lovely teacher, she was very
encouraging.” Gerry went to public school, loved her art teacher and never felt pressured
even though the art activities were “cookie-cutter” and teacher-directed. “Elementary
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school, I don’t remember that pressure feeling, you know it was more fun. But it was a
lot of that cookie-cutter type of stuff, you know it wasn’t so much explore and do what
you want” (Gerry).
Memories of junior high school were also forgettable or negative, except for two
positive recollections from Millie and Carly. Millie and Carly switched from Catholic
school to public school in junior high. Their art classes were taught by an art teacher in
junior high school and they loved going to an art room where creative activities took
place. “It was wonderful. I was overwhelmed . .. they had absolutely everything and I
had an art teacher. So I remember that distinctly. I liked him” (Millie). Carly recalled
drawing a basket of flowers on scratch board and it still hangs in her mother’s home
today.
I had an art teacher and she did a lot of creative things with us. I remember I
loved it... .we would work on projects for weeks ... all fun activities... .we had
an art room ... and I had gotten an A+ because I did this basket of flowers.
(Carly)
While Millie and Carly had positive experiences in junior high school, Gerry held
negative memories. Gerry’s art experience changed from a positive one in elementary to
a negative experience in junior high school. Her love for her elementary art teacher
changed in junior high school with a change in the art teacher.
I remember feeling very uncomfortable, that I wasn’t good at it. You knew that
people were better ... I didn’t like to go. She [the art teacher] was always yelling
at us, just feeling inadequate.... Oh the kids that were good, she really made a
big deal out of it, if you had talent in that area ... so I remember some kids were
much better than me.” (Gerry)
Kim, Nora, and Madge retained limited memories of their art classes in junior
high school art. “I think we had a mandatory art class, but... it doesn’t stand out in my
mind, so I recall very little about it” (Nora). Madge could not recall her art classes in her
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Catholic junior high school either. “I don’t remember ... I can’t recall... I was more
involved in science and that was more my thrust. So, I am sure I did. It wasn’t that I
enjoyed it or I didn’t enjoy it. I just don’t have any recollection.” Kim had only one fond
memory of drawing on scratch board “etchings” in junior high school.
Kim later chose to take pottery as an elective course in high school as an “extra”
because she “didn’t want to have any study period and sit in study hall” (Kim). Madge
had no art classes in high school. Kit had no art classes in junior or senior high school.
Millie did not take art in high school but Carly continued to have positive experiences in
high school. “I took an art class, drawing, pottery, that type of thing. It was an elective
for me. ... Art wasn’t required ... it was an extra, it was my senior year” (Carly).
In high school, Charlie loved her art teacher and found the atmosphere more
expressive but had some anxiety about drawing.

Because of her very structured and

programmed art experience in elementary and junior high school, she found it difficult to
be less directed.
I used a lot of materials, paints, and was expected to do your own drawing. I
remember being in high school and standing there and thinking I can’t draw. I
don’t know how to do this because you were to self-create. To this day, I have a
little bit of that-draw this. (Charlie)
Nora took an elective course in high school but felt it was not a positive
experience for her. “I don’t really feel that I had a great art experience. I think when I
went to high school, I didn’t like art because I didn’t feel like I had a good background. I
was never stimulated” (Nora).
To sum up the overall K-12 experience for teacher participants, school histories
were either rigid or had no coursework in art. Five of the ten teacher participants had
elementary classroom teachers that taught art instead of an art teacher. Eight teacher
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participants had art in junior high but two teacher participants had no art classes in junior
high school or high school. Four teacher participants took art in high school but six
participants in total were not required to take art in high school and did not take any
courses as electives (see Table 2).
Pre-service Preparation in Art
The last art class before entering college for four participants was in junior high
school and two participants’ last art class before college was in elementary school (see
Table 2). Everyone but Gerry and Kim completed one art methods course during their
pre-service preparation in college. For one teacher participant, Gerry who had taught for
14 years, junior high school was the last time she was enrolled in an art class before
entering to teach in her own classroom and it was an extremely negative experience for
her. Kim had taught for 25 years and her last art course was in high school. Besides the
Table 2: Teacher participants’ school background in art courses
Teacher
Participants’
Participants’
Participants’
Participants elementary art
junior high school high School
n=10
teacher
art teacher
art teacher
Codey
art teacher
No art
No art
Millie
classroom
art teacher
No art
teacher/Catholic
school
Gerry
art teacher
art teacher
No art
Kit
classroom teacher No art
No art
Madge
classroom
classroom
No art
teacher/Catholic
teacher/Catholic
school
school
Kim
No memories
art teacher
Yes
Sunny
art teacher
art teacher
No art
Yes
Charlie
classroom
art teacher
teacher/Catholic
school
Carly
classroom
art teacher
Yes
teacher/Catholic
school
Yes
Nora
No memories
art teacher
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Pre-service
college art
methods course
Yes
Yes

No art
Yes
Yes

No Art
Yes
Yes

Yes

Yes

art methods course, Codey and Carly also took an art history course.
Eight teacher participants had only one undergraduate art course in college that
focused on teaching visual art to children. Participants had different experiences in their
pre-service art courses and the classes were not equally focused on art concepts and
materials. Not all these courses were taught by art education faculty as general education
faculty taught two of the art methods courses.
Kim and Gerry did not take an art methods course, instead, Kim took music and
Gerry opted for dance.
I went to PC [Providence College] and you had to take fine arts. I would never
take something drawing related, I took dance.... If you are familiar with PC,
they do a program in Western Civ, everybody take[s] [it] .. . and that did some art
history. I would say that was my only experience with it. (Gerry)
Participants who took an arts methods course for teaching children had mixed
feelings about the value of the course and did not necessarily remember what they
learned in the course. “I didn’t take a thing with me [arts methods course], unfortunately.
I mean it really wasn’t, I can’t remember anything specifically that I studied” (Codey).
Yet, participants who remembered their preparation in art as a positive experience still
could not describe the experience in-depth. “And we had fun ... It wasn’t art. It was
more crafty. So it wasn’t like drawing with children, it was more doing projects with
children” (Millie). Nora stated that she didn’t receive enough information in art prior to
this point in her education and in the end, her pre-service experience seemed to lack
substance.
I enjoyed it because we actually got to do things that we would be teaching
children in art and the reasons why that could stimulate creativity and I really
appreciated that because I felt that I was wanting something that I really didn’t get
in my education.... I think we did a lot with pretty dioramas and using different
materials like macaroni and different things like that. (Nora)
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These teacher participants had some varied and mixed experiences, both negative
and positive, in their school and family backgrounds. Generally, teacher participants had
family backgrounds that were not discouraging or overtly encouraging. These teacher
participants family backgrounds were unexceptional in exposure to art and they received
an insubstantial art education in school. Their pre-service preparation in art was
inadequate, taking only one semester of an art methods course, and for two participants
there was no visual art preparation. Teacher participants had no real in-depth experiences
or education in art prior to entering the classroom.
Professional Development Work In Art
If a well-developed “arts-rich” background was not acquired during childhood,
K-12 schooling, or in college preparation programs, then teachers’ professional
development in art needed to be examined. Seven participants had not taken any
professional development coursework or workshops concerning teaching art concepts or
using art materials effectively. Teachers who had taken any coursework remotely related
to art were teachers in the lower grades; Kit, Madge, and Charlie. Kit had taken a
workshop focused on integrating art where Madge had taken a workshop on puppet¬
making and had also gone to kindergarten conferences that offered hands-on workshops
using art materials. Charlie had taken a writing workshop that focused on the concept of
using children’s drawings to promote writing skills.
Teachers explained that they were not allowed to take coursework or workshops
that were outside their subject content areas. The state requires that professional
development must adhere to district plans (Massachusetts Department of Education,
2005). Teachers are required to earn 120 to 150 professional development points every
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five years in order to be recertified in their license area by either taking courses or
workshops. The school district offers professional development workshops for classroom
teachers in their content area. Art workshops are provided by the art department for art
teachers in the school district.
If they said you had a choice between things, I would go to an art thing, why not?
If it’s going to help me design my bulletin boards better to tie in water cycle in a
more creative way to visually express that to children, fine. Would it bother me at
all? No. Would I get something out of it? I hope so. But I have a professional
development plan that has to meet the district plan and those are my things that I
have to think about. (Codey)
While some teachers were hypothetically willing to take a workshop in art to assist in the
design of bulletin boards or other classroom considerations, other teachers did not share
the same sentiments, commenting “That’s for the art teacher.” (Carly) or
that [art] probably wouldn’t be something that I would be looking for, so I would
go right by it. . .. [I teach] math and science ... I don’t teach that [art] so I
wouldn’t be allowed to go. It has to go along with your district plan . . . and then
we can take something a little different, but I couldn’t. I really couldn’t afford to
get points in art, when I need them in other things.... See we have things that we
have to do and none of them are about art. (Kim)
While three teacher participants had taken at least one in-service course in art, on-going
professional development in art was non-existent for the rest. Workshops in art were not
encouraged or offered by the district for these teachers. Teacher participants did not seek
out coursework in art of their own volition.
Knowledge of Art and Art Education
Results from the Art Knowledge section of the interviews revealed that classroom
teacher participants had limited knowledge of art. The Art Knowledge portion of the
interviews consisted of three parts: 1) Knowledge of artistic elements, 2) Parsons’ levels
of understanding art, and 3) Knowledge of artists. Knowledge of artistic elements and
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Parsons’ level of understanding were examined when teachers were shown 29 works of
art and were asked a set of questions based on the recognition of artistic elements. Table
3 below illustrates the aggregated percentages of how often participants could identify
artistic elements during this portion of the interviews. For example, out of 29 works of
art viewed, participants could identify the title only seven per cent of the time.
Comments made during the viewing of the 29 works of art were judged on
Michael Parsons’ levels or stages (one through five) of understanding art. Seventy-nine
percent of all participants’ comments corresponded to Parsons’ stage two. Beauty and
Realism. “It’s pretty. It looks like something that would go in a doctor’s office” (Carly).
Table 3: Result of the Art Knowledge Questionnaire
Aggregated success/failure percentage rate of 10 (N) classroom teacher participants’
responses throughout 29 works of art
N x 29 questions = 290 total possible answers
Response to artistic elements
Percentage rate of success
in works of art viewed
Identified elements of design
39%
Identified titles
7%
Identified artists’ name
12%
Made connections
17%
Identified artists’ intent
29%
Identified art movements
25%
Identified mediums
32%
Identified moods
38%
Identified techniques
23%
22%
Depth of critique of artworks
Appreciation of the artworks
47%
40%
Description of the subjects

Percentage rate of failure
61%
93%
88%
83%
71%
75%
68%
62%
77%
78%
53%
60%

Parsons tells us that “in the early stages the subject is the natural focus of our response”
(Parsons, 1987, p. 37). Viewers of a work of art in stage two will not understand how to
view a painting if they do not understand the subject. “Not to know the subject is not to
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know how to look at a painting, not to know what to find significant” (Parsons, 1987, p.
37). The dominant idea of stage two is that
It allows us to understand paintings meaningfully, and we organize our responses
largely in terms of it. Basically, we want to understand what the subject is, and if
we can’t our response is scattered .... The main thing is to figure out what the
painting is about. After that, we generally like it. (Parsons, 1987, p. 39)
Stage two is indicative of what an adolescent might understand or, an adult’s
underdeveloped understanding, depending on their experience. In contrast, stage five
“Autonomy” reaches a more advanced understanding of viewing art.
By the time we reach the stage four and five, our idea of the subject has become
one with the way the painting is painted. When we speak of what the painting is
about, we find it inextricably associated with considerations of medium, form, and
style. (Parsons, 1987, p. 38)
Teacher participants’ responses fell heavily in stage two indicating that their
understanding and appreciation of art is underdeveloped. If images were not beautiful or
recognizable, then they were unlikely to be appreciated.
Knowledge of Artists. Teachers were shown a list of 73 artists. The average
rate of recognition was 15 artists recognized out of the 73. When participants where
asked to name a favorite artist, five responded with having no favorite artist, five
responded that Monet was their favorite artist because of the peaceful pleasing colors.
Codey identified Monet as her favorite artist and described a painting she admired. “I
love the picture of the girl dancing and the red bonnet, just the vibrant color of the red
bonnet. Her long dress just kind of flowing and the pictures of the lilies. Just happy
pastel looking things” (Codey).
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Kim named a local artist as her favorite because he painted very recognizable
images. Her opinion of contemporary art was equated with difficulty in the artist’s skill
level.
Well sometimes I look at things [contemporary art] and I say “Why is this
hanging here.” Terrible in my opinion-It sells for thousands and thousands of
dollars and I just don’t think there’s much put into it. It looks too easy. (Kim)
Most participants could not identify a contemporary artist; however, Codey did identify
Helen Frankenthaler.
I just thought it was interesting that her pieces were so expensive and how she
could explain, how she created a piece. I was like, God I wish I could regurgitate
BS that well. But she’s telling the truth, she’s not really BS-ing anyone. And I’m
like man I wish I could be that convinced of something that I do everyday. Very
articulate. She’s a very bright woman, interesting life. Her pieces are interesting.
Would I want to buy one and hang in it my home? Well, I don’t have wall space
big enough. But it would be a little loud. It wouldn’t be soothing to me. Some of
her pieces I think are more soothing than others, but in general, she’s pretty up
there. (Codey)
Classroom teacher participants had a wide variety of conceptions about artists.
Nora believed that a “true artist is gifted.” Carly felt that anyone could be an artist. “It
can be anyone really who’s a real artist. It’s just you create something. Whatever it might
be, pottery, painting, sculpture,” but Codey was suspect of just anyone calling
themselves an artist regardless of their training.
I mean some people call themselves artists, and they’re really not. I mean Andy
Warhol is very famous, but he did some very strange things. So was he a really
good artist or was he really good at making things that were really strange and
passing them off as art? I don’t know. (Codey)
Being an artist was thought of as a way to make a living, or a person who had a strong
need to express themselves. Sunny thought “an artist is just someone who just really
fully expresses himself and who really needs to do art.” Artists were viewed as being
“unique” with a “style and flare” all their own. They were seen as “liberal” and
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“persistent” along with being a “free spirit.” Charlie summed up the image of an artist: “I
think the person who is the artist that must be their one dream. That’s what they want to
do. Eat sleep and breathe it. That’s what they want to do.”
Knowledge of Art Education. No classroom teacher participant could identify
theorists in art education. They had never heard of Viktor Lowenfeld’s theory of creative
and mental growth in visual art, or Rhoda Kellogg’s developmental classification of
children’s art work. They were not familiar with approaches or streams of art education.
Teachers had not seen or read the Massachusetts Art Frameworks and Standards. They
had not seen or read the district’s art curriculum and could not articulate what the goals or
objectives might be in an art curriculum.
According to the school report card “The art and music teacher in consultation
with the classroom teacher” determine the student’s grade. Since teachers could not
identify goals and objects or standards in the art curriculum, they could not identify the
criteria on which to assess students in their artwork. Charlie’s ideas of assessment
focused on “following directions, how they approach it. I don’t look at it at the end. I
base it on if they attempt it. Yes, effort. .. listening and following directions” (Charlie).
Others felt that they were not qualified to attempt to assess students’ art work.
I wouldn’t [assess] because I’m not qualified to. And I don’t have to do that as
part of my job .... I think that’s kind of hard, because they express themselves
different... then if they do some art history type things, you could probably take
a little bit of everything. (Kim)
“I really haven’t done anything with assessment of art. I just kind of let it go ... just for
fun, because I don’t have to grade art. I don’t think I’m trained that well to say that’s
good or that’s bad” (Carly). These teachers were not comfortable with a letter grade
system in art but could not provide an alternative. “To me if they like what they are
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doing and they are participating and it’s their creation, how can you rate it A, B or C?
Then you are going by your personal taste” (Sunny).
With a few exceptions, teachers had not taken any professional development or
additional coursework in art since their pre-service education due to state regulations,
district plans, and availability. Perceptions of artists and what they do were based on
personal preferences, misunderstanding, and romantic notions. Teachers, when asked to
respond to works of art, did it in a way defined as “reductive bias” by Short (1995) where
the work of art is described in very simple terms. This reductive bias reveals a lack of
knowledge base on the part of participants. Participants’ knowledge of art standards,
curriculum, or structure of the art department was limited or non-existent. A lack of
subject knowledge of art, and lack of familiarity with the art curriculum and standards,
logically related to how art is conceptualized and valued by teacher participants.
Wading in the Shallows: Classroom Teachers’ Conceptions of Art
Wading in the Shallows described classroom teachers’ limited or shallow
conceptions of art. They only touched the surface of understanding with no depth of
understanding of how art fit into the curriculum. Classroom teacher participants
indicated they had only one semester (in two cases none) of art instruction or art methods
course in their pre-service preparation programs. The art instruction that teachers
received in college was the last time that they had any coursework on the subject. There
was no significant professional development in the arts. Results of the Art Knowledge
questionnaire indicated a low level of familiarity with art content and concepts. Through
interviews, participants revealed no knowledge of approaches to art education, or
developmental theory in art education. Because of this, the question was asked, how do
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in-service classroom teachers conceptualize the subject of art, and art in the school
curriculum? The core concept of art for these participants focused on the idea that art
encompassed everything without discretion and that art is everywhere.
It’s a way of life really. That’s the first thing that came to my mind. It’s just,
because it’s all around. Everything. Structures, cars, it’s all of that_It does
have a function, because it is in school, it’s everyday, it’s everywhere. Your
water bottles you drink from, pens, everything is art, someone has created it.
They call it inventions, but that’s art. . .. One would be making money, just for
kind of self, they want to create, showing maybe what they perceive or they see,
and making things look pretty, to add color. No, I think you need it, because
every culture has it. You study it, without even realizing it. Even though like
earth itself has its own art, because of its mountains and water and movement,
even with an earthquake, that’s art because it’s breaking apart. (Carly)
There was a common belief that art is whatever you wanted it to be having no boundaries
and not subject to critical review.
[Art is] anything you want it to be; I think it’s wide open. If you are feeling
creative and design something and draw something and you feel that that is art, it
is what you feel that it should be and that’s fine. It’s whatever the artist wants it
to be. If they like abstract art, then that’s fine; I don’t have to appreciate it, but
that’s fine. (Nora)
Art was also a matter of personal taste, where every solution to a problem was the right
one, rather than defining art in terms of art having a multiplicity of solutions where some
solutions work better than others. The idea that art has no right or wrong answers
demonstrates a lack of knowledge that translates into an inability to make critical
judgments, other than based on personal preferences.
I just know what I like and what I don’t like. You know what I mean? ... I don’t
think there is a right or there’s a wrong; I think it’s a matter of what I see. So, I
just know what’s pleasing to me. You may not like it, you might say she has no
taste in art, but I liked it.... I think it’s very individual. (Sunny)
The concept of art encompassing everything demonstrates an inability to define
art and in effect, the definition is meaningless. This conception of art skims across the
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Figure 1: Classroom Teachers’ Conceptions of Art

surface of awareness and possibilities, having little depth in understanding or
achievement.
Conceptions of Art in the School Curriculum
Upon further investigation and interpretation of the data, patterns in the codes
were found. Results revealed that teachers conceptualized art under a larger umbrella
concept of art as everything and illustrated more to the point what participants
comprehended as art operating within the school curriculum as they understood it. Five
categories were mentioned most by participants when defining art: 1) art as reinforcing
and supporting the core subjects, 2) art as personal growth, 3) art as beauty, 4) art as selfexpression art, and 5) outlet for stress release (see Figure 1).
Reinforcing and Supporting the Core Subjects. Participants spoke often of art in
the school curriculum as supporting and reinforcing math, science, social studies, and
language arts concepts and operations.
It’s also teaching those concepts that they need to get through. Those concepts, if
you look at them, are also concepts that overlap in science and math. So, you
know, I think it [art] plays a valuable role with the curriculum with those
overlapping areas. (Nora)
Art was described as supporting the school curriculum by integrating it with core
subjects, mostly on the part of the art teacher and less often by the classroom teacher, and
was not described as a fully-realized understanding of how to integrate art. “Well I guess
my idea of integrating art is we do mobiles for different concepts; that’s a science
concept. It’s the life cycle of a butterfly” (Gerry). Art was often linked with reinforcing
writing skills for students.
They are using part of their brain that’s going to help them in their writing.
In terms of cementing in reading, it is that connection. It shores up their learning.
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They are using part of their brain that’s going to help them in their writing.
(Charlie)
Teachers indicated that using art in the classroom was an alternative way to assess
students’ knowledge of a subject and for teachers to understand the student. “I get to
know the .... This is what I am studying and they can show you. I think it is a way to
show you what they are learning-They can perform through an art lesson” (Charlie).
Rather than scoring paper/pencil tests, students could show teachers what they had
learned by making posters, performing or making oral presentations with props they had
fabricated, or making constructions such as dioramas that demonstrated the particular
content of a lesson.
I tell them what the concept is and that instead of writing a report today for this
project, we are going to be able to represent it and you will have to orally
represent what the items are in your diorama that go along with the factual things
that we read about. (Codey)
Teachers often asked children to illustrate stories or journals they were writing
and to look at book illustrations. Illustrations in this case would take the place of words
or would be used to motivate students to think first in images and then to write.
Sometimes children’s illustrations were used as an afterthought to writing their story.
I ask the children to draw. There’s not a lot of time for them to do much more
than that. They have to illustrate their work, usually the book, if they’re writing a
book. Sometimes on the back of the paper I say write a sentence about what
we’re doing and draw a picture in [your] journal. (Gerry)
Art was a means of referencing and learning from history. “So I guess it keeps
you in touch with history ... and also things in the present... maybe for historic reasons
to say something or to keep it and to learn from” (Kim). Art, for participants, was a
means to record and demonstrate history by presenting artifacts that civilizations left
behind. “We did Greece and Rome and different traditions from different areas. You
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could make things and show things or clothes; whatever their culture is, people could
learn about it” (Kim).
Art was also used as an instrument to motivate students to learn the core subjects.
Teachers recognized that using alternative teaching strategies different from lecture might
engage students in another way. “I got more cute things for them to work on, I know, but
I just kind of feel I need, like, more fun activities to work with. I think that’s how they’ll
learn more, not by me lecturing them” (Carly).
Art as Personal Growth. Participants acknowledged that providing art in the
curriculum resulted in students that were “well-rounded” and “balanced” by providing
more than academic experiences. “It builds that whole person—you know, the
well-rounded person. We need that balance, they need music, they need art, they need
physical education, as well as the academics” (Millie). In this instance, art would
theoretically prepare students to become cultured individuals contingent upon a
smattering of coursework giving students a wider viewpoint. “You want a well-rounded
person, so we’re going to give them a little art and we’re going to give them culture....
It gives children a broader perspective of life and creates balance” (Nora). Rather than
art being central to a curriculum, art was seen as an enriching extension of the
curriculum. “Whether it’s a sculpture in a city square or a nice painting or even a
photograph or something that you enjoy in your own home, I think it just adds” (Millie).
Art could also be used in the service of documenting a child’s maturity or growth,
related to alternative assessment. Participants have observed children engaged in art
activity and have determined that “you find out a lot about them. There are things that
you don’t see in academic settings” (Charlie). Besides watching or listening to children
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while they participate in art activities, teachers have used their art work to ascertain age
appropriate development. Since participants were unaware of any developmental theory
in art, one would have to ask how determinations were made. Sunny disclosed that
preschool teachers used a particular departmental form that indicates a child’s level of
visual development, as it was a way “to see where they were perceptually and
developmentally” (Sunny). Other participants used their own experience in teaching to
make that judgment.
Art as Beauty. Art is seen as a way to brighten the corridors and classrooms, to
make “things look pretty, to add color” (Carly) to celebrate holidays, and to decorate and
create pleasing environments. “It adds to the surrounding in some cases” (Millie). Sunny
believed that she had to “find things that are aesthetically pleasing and that means
different things to different people.” She went on to say, “[Art is] all around us. I think
whatever is pleasing to you, to look at visually, to touch.” Comments were often made
that the art teacher made “beautiful bulletin boards” as Madge remarked “I often
compliment her on her bulletin boards.” Children were observed making seasonal crafts
before holidays, decorating Christmas stockings and making Memorial Day wreaths.
Still, participants made reference to art being a part of the natural world. “Art is all
around us, art is in nature, art is everywhere” (Millie).
Art as Self-Expression. Art was seen as a vehicle for expression and to foster
self-esteem and a sense of accomplishment, and to build confidence in students. There
was a general sense among participants that students who were not academically inclined
could be successful in art. “I think the children .. . who don’t do well academically ...
they need a way to express themselves emotionally” (Sunny). Teachers did not take into
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consideration that sometimes academically gifted children are successful in art, and
sometimes children who are having academic difficulties have difficulties in art too.
They can create something and they can accomplish something. They don’t have
to be a top student to really succeed. Their confidence, their self-esteem, because
it would be something that you would recognize like, “oh my God, you did that?!”
where they might not get that before, like, “Oh look at this grade you got, you
need a little work in this area.” It’s like a downer. (Carly)
This perspective does not address why some children who insist they cannot draw, have a
difficult time manipulating materials or solving a problem. Carly, like so many other
teachers, was taught in her pre-service program not to interfere with a child’s art work.
And there were kids in here that were like, “Oh, that doesn’t look like a star,” you
know. Or I rooted them on, “Oh that’s great, you did a great job” because I don’t,
want them to feel like, “Oh, I can’t do it.” .... I don’t want them to feel that way.
.. . They have all asked me at one point to help them do this, and I’m like, “Nope
it’s not my art work; it’s yours and whatever you make it’s going to be fine. We
are not looking for perfection.” That’s it. I don’t want them to think they can’t
do it. (Carly)
Very often art was epitomized as being an avenue to express thoughts and
feelings as it was seen as “a way that someone expresses themselves ... via a paintbrush”
(Madge). “I think art is just a free expression” (Sunny). Teachers understood that art can
be a form of visual communication.
So, he is expressing himself and so maybe that’s a vehicle that he uses to get
[things] out because he seems to hold a lot of stuff in. Feelings—you look at the
work that he does and you can feel it. You can feel that there’s a part of him in it,
and that to me is expressing himself.” (Millie)
Talent was an important part of what teacher participants understood about art.
Teachers wanted to recognize when a student exhibited ability. “I guess talent is an
important word because I can see their talent and you know that probably most of it is a
god-given talent that they have continued to develop” (Madge). A student’s talent was to
be acknowledged as a strength which needed to be encouraged.
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I think it’s an important way for children to express themselves, I think it’s
especially important for someone like that Andrew, who that is such a strength in
him. That’s his biggest strength of all, and you really need to foster that.” (Gerry)
Talent as well as creativity was thought of as something that students should be given a
chance to express, to make their abilities or ideas visible or real.
Art as an Outlet for Stress Release. Teachers often mentioned that art was a
relaxing activity and the art room was a place that students could escape to after the
rigors of an academic week. ‘‘I think it can calm you down, particularly when you are
running around and stressful. ... So that is the benefit. It relieves stress and it gives you
some pleasure and pride in what you’ve created” (Nora). Teachers believed that art had
therapeutic effects for students, something like a creative release valve. In the same vein,
teachers verbalized that art was an avenue to become successful when a student became
frustrated in an academic area. “I’m sure it’s like an outlet for them. A creative outlet”
(Sunny).
There was a perception among participants that the objective of the art curriculum
was for students to have fun and enjoy the learning activities. An art activity should be
calming and provide pleasure. “When you’re doing something creative or artistic, it puts
you in another place. You’re not doing the routine kind of thing; your head can travel
some place else. So I think people do it for enjoyment, maybe relaxation” (Millie). This
presentiment illustrated the idea that art was less important than the serious business of
teaching the core subjects. “I think it’s more fun. Again, to give them opportunities to
practice it, have fun with it” (Charlie). Not only should the art activity provide pleasure
but so should the resulting end product. “I think ... it should give pleasure to people.
... I think it should give you pleasure” (Nora).
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At the end of the day, or the end of the week, children were sometimes promised a
reward for a job well-done in their academic work. This reward came in the form of an
art activity or using art materials.
Sometimes, they fill a marble jar, and sometimes I have had art as an award. You
know we have an afternoon of painting, an afternoon of we’re going to make clay
or play dough, do things like that. And they do like it. I mean, they do still like
that stuff, but that’s like twice a year. (Gerry)
If students see art as a reward, like a pizza party, or a time when they can relax or release
stress, like recess, how will students come to understand what they are learning by
engaging in an art activity or value the time spent on an art activity?
A Choice Not to Dive: Manifestations of Classroom Teachers’
Conceptions of Art in the Classroom
Teachers’ Use of Art
Teachers’ willingness to engage in art activities and how art was used in the
classroom is described by the theme A Choice Not to Dive.

In order to understand and

explain how art was used in the classroom, I worked inductively back from the question,
“Who used art in the classroom?” Teachers were divided into three groups based on their
artistic self-concept and the extent of their use of art in the classroom. Group one
exhibited evidence that art materials were being used in the classroom and was comprised
of Sunny who taught preschool, Charlie who taught grade two, Millie who taught grade
four, and Carly who taught grade five. These were teachers who considered themselves
artistic. Over the course of the spring and fall of 2005,1 observed Sunny, Charlie, Millie,
and Carly using art in the classroom. Teachers in group two used art occasionally; Kit
who taught preschool, Madge who taught kindergarten, and Codey who taught grade five.
Teachers indicated that art materials were used with students through examples of past art
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activities exhibited in the classrooms such as student drawings or dioramas. They also
recalled times, in past years, when they used art materials. This group of teachers did not
have any art activities planned during the time I spent observing in the school, and I have
concluded that art was not used often. Teachers in group three— Gerry who taught grade
one, Kim who taught grade three, and Nora, the teacher in charge- did not use art in the
classroom. I did not observe evidence or displays of student work that were generated
from teachers in group three. However, group three teachers also described a time when
they used art materials in past years. Teachers in groups two and three did not consider
themselves artistic.
Group One Classrooms. In Carly and Millie’s classroom there was an abundance
of student work displayed. However, a good deal of this work was taken from the art
classroom as a result of learning activities directed by Marie, the art teacher. Teachers
very proudly made a point of showing me that they valued their students’ art work by
hanging it in their classroom. Carly and Millie had three or more activities planned
throughout the year using art materials. These activities usually offered options to their
students that included the creation of posters, dioramas, mobiles, and props for plays.
The materials normally used were paper, colored tag board, crayons, paper plates,
markers, glue, and some recycled items. These types of activities focused on students
exhibiting their knowledge about a subject area rather than an exploration of
problem-solving through materials. For instance, Millie had students make posters
illustrating rainforest animals, rock formations, mobiles of geometric shapes, and
drawings for Earth Day. Carly had students break into groups arranged by the topics:
Native America, Colonial America, and explorers. These groups decided how they
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would present their knowledge of the topic to their classmates by making posters or
presenting a mini play. Carly gave students a 45 minute class period to plan, a period to
create, and a period to present.
They are doing mini plays and I have them backtrack, so they, you see all their
posters and their creativity, you know, of making up a little play and making stick
people, and I kind of broke it down to each era that’s studied in history. .. . They
made the white house and bows and arrows and boats. (Carly)
These art activities served to reinforce the core subjects as students presented their
knowledge of a subject through these activities rather than a paper-pencil test.
Carly and Millie shared the teaching philosophy of not interfering with children as
they worked with art materials. “You should let them be creative and you should not tell
them what to do” (Carly). No instruction was given to students during my observations
in drawing, proportions, design, or layout. With teachers’ pre-service and in-service
experiences in art, it is doubtful that they possessed the knowledge base to instruct
students on these elements. This resulted in a lack of instruction on how to use these
materials in a more effective way.
No, I just let them do it on their own and just kind of have fun with it, because
they really didn’t need too, too much ... it wasn’t too much to make it. I didn’t
worry so much about that art part, I was more interested in the writing piece of the
play.... It went along with the language arts. (Carly)
There were many displays of holiday art, particularly during the Christmas
season. I observed students in Millie’s classroom writing their names in glue and
sparkles on red Christmas stockings in the month of December, 2005. Millie had a mini
Christmas tree decorating the room and a bulletin board in the shape of a Christmas tree
made out of cut-out green hands. Carly and her students made gingerbread houses by
pasting graham crackers with frosting on milk cartons. Sunny constructed a bulletin
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board of carolers made from basic geometric shapes that her students drew their faces on.
She also helped her students make cookie-cutter ornaments and valentines modeled from
a dough of cinnamon and applesauce. These activities served to decorate the school
building and provide students with pleasure and enjoyment, and parents with
“keepsakes.”
Sunny taught pre-school to medically fragile students. Her students had a variety
of special educational needs and physical disabilities. She described her students as not
being able to talk, walk, or hold a crayon, and most did not even crawl. For Sunny, using
art was a way to gauge students’ cognitive development, build students’ self-esteem, and
practice following directions and fine-motor skills. She told me that art was
“therapeutic” and described art activities as being “hand-over-hand.”
I have one child right now who can scribble a little tiny bit and that’s a big
accomplishment. A lot of my children don’t have the grasp yet. That’s why I say
everything is hand-over-hand. I still try to expose them; that’s why we do a little
art; plus the parents like it. I am just trying to get them to hold onto the brush,
dab it in the paint, but I have to literally do it for them. So, they are not able to,
even Play Dough, they’re not able to do the Play Dough at this stage of the game.
(Sunny)
Sunny’s students had fine motor difficulties while manipulating materials, and
chose to use molding compounds like “Thera-puttty,” which came in different degrees of
softness, to build strength in children’s hands. Other materials—such as finger paint, sand
in paint, paint brushes made of feathers, bingo markers, and paint rollers—provided tactile
experiences and with an expectation that students would learn to grasp. Glue, glitter,
scissors, wallpaper, and scrapes went into the construction of collages. As limiting as
Sunny’s students’ skills were, she tried as much as possible to incorporate the use of art
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materials in her curriculum. She believed she had more freedom to integrate art activities
into the curriculum than other teachers did.
From what I see and hear, I think more and more freedom to be creative and to be
your own...develop your own curriculum. I think it’s being very restricted [but] I
think we have a lot more freedom to go off. I mean we do have criteria. I have
children that are supposed to have all kinds of therapy and I am supposed to carry
all of them. But I think within the realm of what they need, I have a lot more
freedom. (Sunny)
Charlie showed me a bin full of construction paper examples of projects that she
would present to her students that included George Washington, Santa Claus, a witch,
and a rainbow-colored fish (see Appendix C). While Charlie was proud of these
teacher-directed examples that she would use with her students, they were not her best
examples. Charlie used a drawing exercise with students as a way to organize or
compose their writing. She had taken a workshop called “Sketch to Stretch,’’ which was
an approach to motivate students to write by drawing first. Charlie elucidated that she
really enjoyed “teaching writing and one of the components in the writing is to get them
to start with the illustrating and stretch it into the story.” She instructed her students to
“begin by drawing first and have nothing in mind, and you would begin the drawing; then
the drawing is going to take you back to a memory, and drawing the memory would
stretch into a story.” Her students kept journals of their writings complete with their
drawings. Curiously, the covers of these journals depicted adult-generated images.
However, children produced in these journals some of the most original drawings that I
observed in the entire school (see Appendix C). In my opinion, this was an exemplary
way that teachers could use student art activities as an authentic approach to learning
because students were able to individually problem solve.
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Teachers in group one used art materials more than any other teachers observed in
this case study. Each teacher in group one considered herself artistic in some form.
While Sunny first related that she was not artistic and said she “never thought of myself
in that way,” she also noted that she loved to draw if she had freedom from criticism and
choice in subject. Her own definition of being artistic may have more to do with her
perception of her inabilities rather than her willingness to use art materials. Sunny was
comfortable using art materials on the level that her students could accomplish, stating, “I
do believe with children, if you just let them loose with materials, you can see how they
develop” (Sunny). Millie and Carly did not feel they drew well nor did they feel they
possessed the same ability as an artist, but they loved art materials, and so felt they were
artistic in a different way.
I knew who I was and I knew what my limitations were and I used to jokingly say
“Oh I’m in the remedial art group in the back over here.” ... I know a little of
this, a little of that. I can do a little of this, I can recognize I little of that, but I’m
not an artist, you know what I mean. I’m still in the remedial stages. (Millie)
“I am very creative.... I am creative in a different sense.” Charlie felt more comfortable
with craft materials than with drawing.
I was more of a crafty child. I like to cut and paste and glue and make something.
Create something like that.... Yam and a bunch of craft materials. As opposed
to sitting and drawing or coloring something. And I think today kids like that.
(Charlie)
Group Two Classrooms. I asked all participants involved in the study to inform
me when they had art activities planned. Teachers agreed that they would call me when
they started an art activity. During the months of May, June, October, November,
December, and January, teachers in group two did not inform me that they had any art
activities planned. Neither did I observe art activities taking place in these classrooms at

any time during my walkabouts or field observations in the school. There was evidence
that art activities had occurred during other months. These teachers freely showed me the
results of the art activities that they conducted within their classrooms as well as art work
that students brought back from the art room.
Codey related that they had made mobiles for social studies, dioramas using stick
figures or Brio figures to represent the colonies, and posters that illustrated parts of
speech. Kit reported that she would have students “illustrate on a needs basis.” She
explained that she had centers for students to go to during “choice time” that had “artistic
things going on.” A holiday project that Kit described was a Saint Patrick’s Day
potato-head person made with a real potato, vegetables, and toothpicks. Codey said, “I
have a good time with that.” Materials that she included in her supplies were “standard
school materials,” modeling clay, shaving cream, wiggle eyes, staplers, tape, ribbons,
buttons, and chenille pipe cleaners.
Madge felt there was very little freedom in the curriculum. She was concerned
that whatever activity she presented in her class had to go along with the “very scripted
reading program.” She complained that the kindergarten program “has turned into first
grade.” However, Madge could sometimes “make the leeway” to stop for an art activity
such as prints made from found objects and sugar-water “gloop” to glaze ghosts. She
was emphatic that each holiday was first explained to her students and then followed by
an art activity. For example, students created Memorial Day wreaths from cupcake
papers, paper plates, and ribbon “because I don’t want them to have a day off without
knowing why.” She introduced Martin Luther King day to students after children printed
their hands using “multicultural paint” colors. Materials in her closet were construction
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paper, scissors, finger paints, normal stuff for the classroom. There isn’t anything
extraordinary.” Madge mentioned that she had a musical background and preferred to use
music as a way for students to reinforce subject knowledge.
Well, I like to do it in a song where there’s movement. So every day different
songs. And, every month. But they’re songs that always have movement and
meaning to them. I would talk about it and then we do the songs. I just love to
see the kid’s faces. So, that’s probably something that I do, that I like to do.
(Madge)
Teacher participants in group two did not see themselves as artistic. Kit
remarked, “I was not artistic or creative growing up, not able to use my hands myself,”
and Codey conveyed the same: “I do not have artistic abilities at all.” Madge was
waiting for validation of her artistic abilities, and since none came, she never thought of
herself as artistic.
I guess, I think you have to be good at it. Somebody has to come up and say,
“Oh, that’s a beautiful piece of art.” Oh, all right. I would have to have had some
feedback for me to think of myself. Artistic? No. I never thought of it.. .
because I don’t think of myself as artistic. (Madge)
Group Three Classrooms. Teachers in group three did not consider themselves
artistic either. Gerry was extremely negative about her own abilities stating, “I still feel
like I’m bad at it. Even in the classroom if I have to draw something, I stay away from
it.” Kim told me “I don’t feel comfortable doing art; I don’t know a lot about it-you
know just basic things. I don’t do very well.” During their interviews, Gerry, and Kim
focused more on reasons such as testing and covering curriculum as to why they could
not use art materials in their classrooms. I did not observe art activities in these
classrooms. A result of their non-artistic self-concept and perceived lack of freedom in
their curriculum was that there was very little evidence of children’s art work in these
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classrooms, except for drawings by students that were produced in the art room with the
art teacher.
Nora did not have her own classroom so I was not able to ascertain to what extent
she would have used art, except that she described art as having academic value by tying
it to the core curriculum. “I do think that other teachers use art to illustrate their other
subjects .... [The art teacher] does it academic because she ties it into the curriculum, so
it is academic and there are certainly those academic concepts that we need” (Nora).
Art in the School Building
Standardized Testing and Curricular Pressures in the School. Classroom teachers
felt unable to design their curriculum in a constructivist or experiential way, thus leading
to more teacher-directed approaches utilizing lectures, paper-pencil tasks and tests rather
than project-based learning activities. “We are so ... performance driven” (Charlie).
Teachers complained of a “curriculum that is so deep, so thick and expansive” (Charlie)
that they could not possibly accomplish all that was expected of them. Teachers were no
longer designers of curriculum but implementers of a curriculum that came from the
district and state. “My curriculum comes from the school district that is being state
driven and the state is being driven by No Child Left Behind” (Charlie). Given these
curricular pressures, teachers hardly felt motivated to use more experiential approaches
like art.
Well I think it’s taken away from what the classroom teachers have done. I mean
they [students] still get that forty-five minute block [art with the art teacher]. But
besides that, they’re not really getting anything else, because we all feel so much
pressure to get all this other stuff done, that there’s no time for that. Anything that
was remotely considered fun, is gone ... Oh, it’s depressing ... I don’t know ...
Everything in the country is testing, testing, testing. (Gerry)
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The Massachusetts Comprehensive Assessment System (MCAS) was
administered each spring to third, fourth, and fifth graders in math and English language
arts (ELA). Each grade level was tested in the fall and then again in spring using the
Dynamic Indicators of Basic Early Literacy Skills (DIBLES) test to determine progress in
reading comprehension and the North West Evaluation Association’s test to measure
growth in learning math and ELA. Charlie stated that the school has become “a testing
warehouse.” Participants often spoke of a lack of freedom to approach curriculum in an
artistic way because of mandated curricula. Teachers also attributed this lack of freedom
to a loss of time. Time had become a precious commodity as teachers spent so much of it
trying to meet curriculum standards, subject content schedules, and preparing students to
take and pass standardized tests. “Because of all of the time constraints, you don’t have
time, not that I was ever really creative, but we used to ... do a lot of nice projects; we
did a lot of things with our kids” (Kim).
Teachers questioned what the real objective was behind all the testing. “I think
it’s about accountability that our teachers are doing their jobs” (Charlie). In the end they
did not receive much information about their students that they could use.
But I think of all the testing what are we really finding out? I am assessing the
same students five times in one year. I don’t think we need to do that. What is it
really telling me? ... [It’s] Redundancy in testing .. . Everything is about time on
learning. Well time on learning is being cut because of assessments ... all that
data. Did I get any feedback from “No Child Left Behind”? All my kids were
assessed last year over and over again. I complied. Did I get anything back?
(Charlie)
Teachers voiced that including art on the MCAS would be a mistake; however,
Millie thought that including art in high stakes testing might change how art is prioritized
in the school curriculum. “I think it would become high stake and it would be on a level
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playing field with the other subjects. ... If you raise the stakes for the arts, you are going
to take the fun out of that as well” (Millie). The idea of testing art was not received well
by teachers.
Well the whole thing is pretty unfair [art in MCASj. I wouldn’t have passed, if
that were to be the case. I think, do you really want art to be assessed in that
way? No. So, I think that would be pretty unfair, because then we’ve taken away
so much appreciation of different things, teacher can’t do those extra units and
spend that extra time like they used to on different concepts, that would be
another thing we would kill for kids. (Codey)
Bulletin Boards and Displays
When entering the school, you find yourself in a foyer that leads to the main
office, the nurse’s office, and a corridor leading to the upper grade class rooms and
another other corridor leading to a faculty lounge area. This foyer had two small bulletin
boards hung on the opposite wall of the main office. These boards were always
decorated with student artworks with the art teacher and were usually changed monthly
or bi-monthly. The corridors to the first level were lined with lockers. On some lockers
were commercial cut-out such as mittens and fishes with students’ names written in
marker to identify the locker. Space above the lockers was empty and more bulletin
boards could have been installed, but no teacher seemed interested when the suggestion
was posed, citing fire regulations as the reason that no other boards were installed. This
seemed in contradiction to the fact that there were bulletin boards decorated with
children’s work on the second level.
Doorways were also decorated with commercial images. Each classroom had a
set of six bulletin boards. These boards displayed mostly adult-generated images that
were commercially produced, and included borders, maps, and cartoon images (see
Appendix C, Classroom teachers’ bulletin boards). When children’s works were
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displayed on the classroom bulletin boards, they were often written essays, or math
papers. Every classroom was required to have these boards dedicated to math, and
reading, and language arts. As a result, there were no boards to display student artwork.
Students’ artworks were displayed on other surfaces of the classroom such as heating
registers, window shades, square columns, and the sides of teachers’ desks. Very often
the artworks that were displayed in the classroom were brought from the art room.
The second level of the building housed more bulletin boards in the corridors.
The art teacher was responsible for covering fourteen boards outside the art room and
other parts of the school with children’s work as well as freestanding display boards at
the bottom and top of the stairwell leading to the art room. Glass display cases were
located just inside the second floor entrance door. The art teacher displayed children’s
artwork and sometimes books that connected to the work in these cases. The art teacher
always included explanations, poetry, and the corresponding state standard on the
displays.
Outside of the preschool and kindergarten rooms were seven large bulletin boards
that were decorated by these teachers. Images of children’s work on these boards seemed
very teacher-directed as the artwork all had remarkable similarities (see Appendix C,
Classroom teachers’ bulletin boards). Sunny related that the bulletin board space had
been offered to teachers in the upper grades to decorate but no one took the offer.
Field Trips
Teachers revealed that field trips were required to complement the school
curriculum. Children traveled to destinations that focused on science and included places
such as the Lloyd Center for coastal research. The Planetarium, Battle Ship Cove and
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Marine Museum, and the Boston Science Museum. Other field trips were to historical
sites and museums like Boulder Historical Society, The Fall River Historical Society,
Plymouth Plantation, Providence Duck Tour, Boston Freedom Trail, and the New
Bedford Whaling Museum.
Contrary to what teachers said about the district’s requirement of field trips
specifically connecting to the curriculum, many of the field trips were fun visits to Button
Wood Park, Roger Williams Park and Zoo, and Colt State Park. Children were also
treated to shows at the Zeiterion Theater and the Christmas Show at Bristol Community
College, described as an extravaganza of singing and dancing. The Fall River Children’s
Film Festival sponsored by the University of Massachusetts Dartmouth focused on
children’s illustrators and literature while a trip to Durfee High School provided children
with a multicultural perspective of songs and dances of the Andes. Glaringly missing
were trips to art museums. A trip to the Museum of Fine Arts or the Isabella Stuart
Gardner Museum did not seem unreasonable since other trips were to venues in Boston.
There were museums closer to the school such as the Rhode Island School of Design
Museum in Providence, Rhode Island or the Fuller Museum in Brockton, Massachusetts.
These Museums are smaller in scale with educational programs designed specifically for
children, but apparently were never considered.
Teachers’ Resources In Art
Obtaining information about where teachers procured ideas for planning art
activities was important as that indicated the kind of activities teachers would present to
students. Teachers did not turn to experts in the field of art education or read art journals
or magazines for information but turned instead to classroom teachers’ resources. The
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most popular resource that was mentioned was a teachers’ magazine, titled Mailbox, that
featured activities as products children could make or assemble (see Appendix C,
Teachers’ resources). Another favorite was to access internet sites for project ideas. One
site that was recommended to me was EnchantedLearning.com. These sites were
designed by classroom teachers and featured projects such as paper-bag puppets, mobiles,
and dioramas using materials like paper plates, construction paper and paper mache.
Teachers did not know about or use educational web sites that were connected to
museums or centers for the arts that would have offered more meaningful learning
activities. For instance, most major museums such as the Boston Museum of fine Arts or
the Metropolitan Museum of Art, have educational links. The Getty Center for the arts
(www.Gettv.edu) has links for teachers to search for lesson plans, teacher programs,
resources, and a teacher exchange. Sometimes teachers would use how-to art books but
they had no knowledge of School Arts Magazine, Arts Activities, or Art Education
Magazine which are publications written by art educators that inform and teach about art
processes through the use of materials and historical context.
The list below provides a summary of how art was manifested in the school
building.
•

Standardized testing and state mandated curricula lead to a more teacher-directed
approach with less experiential learning.

•

Bulletin boards were dedicated to math and language arts that were MCAS
subjects.

•

There was a primary focus on seasonal and holiday art.
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•

Teachers’ resources were taken from teachers’ magazines not from art education
magazines or books.

•

The majority of student works displayed in the classroom were generated in the
art room.

•

Many classroom art activities focused on making posters, dioramas, or props.

•

Most student-centered art conducted by a classroom teacher were children’s
illustrations in their writing journals.

•

Primarily adult-generated images displayed in the classroom.

•

Primarily adult-generated images in the corridors on lockers, doors, and bulletin
boards.

•

Very little instruction given by classroom teachers to students on art skills,
concepts, or appropriate use of materials.
Fear of the Water: A Crisis of Confidence and Anxieties Associated
With the Teaching and Making of Art

Anxiety, a Crisis of Confidence
A “crisis of confidence” may be connected with anxieties and doubts associated
not only with the making of art but with teaching art. Fear of the Water is representative
of how teachers, who are have little confidence in art, may feel about teaching and
making art just as non-swimmers may fear and avoid the water. As a result of my
comprehensive study of pre-service teachers, I defined anxiety in art as one’s selfconcept, attitudes, and beliefs toward the visual arts, and a reticence to participate while
feeling apprehensive and uneasy over an impending or anticipated activity involving a
visual art experience. In chapter two of this paper I stated that these anxieties and doubts

120

were verbalized by pre-service teachers with words and phrases such as nervous,
frustrated, overwhelmed, uncomfortable, stressed, uneasy, worried, embarrassed, not
worthy, afraid, intimidated, terrible in art production, and self-conscious.
The principal did not evaluate these teachers’ performance or effectiveness in the
classroom based on using art as a teaching strategy. Teacher participants’ willingness to
use art was tied more to their own evaluation of their ability to use art in the classroom.
Teachers in charge of a classroom could determine whether to use or avoid using art
materials in their curriculum. Were any of the teachers in this study dealing with “a crisis
of confidence” or anxiety? If so, how did anxiety affect their use of art in the classroom?
Dimensions of Anxiety. Anxiety was determined by participants’ responses to
questions pertaining to feelings while using art materials in the classroom. Anxiety was
manifested on three dimensions; 1) high to moderately high, 2) moderate, and 3) low to
none. Participants’ artistic self-concept played a role in confidence and anxiety
dimensions. Use of art in the curriculum and avoidance of using art materials were noted
during observations and through the interview process.
Participants in the high to moderately high dimensions (Codey, Kit, Madge Gerry,
Kim, and Nora) did not see themselves as artistic and used the same words and phrases
as the pre-service teachers in my previous study in particularizing the phenomena of art
anxiety. Words such as “embarrassed,” “nervous,” “uncomfortable,” “insecure,”
“aversion,” “stressful,” “intimidated,” and “frustrating” were used by teacher participants
with a high-anxiety dimension.
Kit tried to understand what others could see in a work of art. “I can look at art or
I can look at things and I think I am not only intimidated but I must not be able to see
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what they are seeing.” After asking Gerry to describe how she felt as an adult when
asked to create art she responded, “Nervous, uncomfortable, insecure.” She went on to
state, “I would never take something drawing-related; I took dance. I would have
definitely stayed away [from visual art], because I felt that I was bad at it. I still feel like
I’m bad at it” (Gerry). Kim responded to the same question with, “I would probably feel
stressed.” Madge also confirmed her anxiety by stating, “If I had to create something that
I wasn’t familiar with or didn’t know, you know, where to even start-yeah. I’d be
nervous.”
Kim proclaimed “Oh Gosh, I wouldn’t [make art].” Avoidance was also
disclosed by the high-anxiety dimension participants. “I’ve avoided using my hands to
create things because I am never satisfied with the way they look” (Kit). Codey admits
that her skill level makes her uncomfortable.
If you told me what I had to do and you told me what colors I had to use and you
told me all the different things I needed to include. I’d probably feel less
comfortable in that situation. Because you might ask me to do something that I
can’t do. ...The old dog new trick thing isn’t gonna happen. (Codey)
Phrases of low confidence were conveyed by participants. Codey admitted “my
husband and I do not have artistic abilities at all, as far as we are concerned. .. Pretty
inept.” Kit proclaimed “I don’t feel comfortable doing art, I don’t know a lot about it.
You know just basic things, I don’t do very well.” These were very typical responses for
participants with high to moderately high dimensions of anxiety.
Madge taught kindergarten and had to find a way to compensate for her perceived
lack of art abilities because teaching kindergarten employed art strategies more than in
the upper grade levels.
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I can do it for kindergarten and it doesn’t bother me, but I don’t know how to put
I guess, depth, or just different levels to it than my own ... I do get anxious
because I know my own ability to start with is not so innate ability to produce or
to get the gist of doing some things ... I have assistants that can draw one
hundred percent better than my freehand ... So, I can rely on them ... or I will
trace it. (Madge)
Nora did not feel confident drawing or painting. “If it were a painting that I
attempted to draw and that I was insecure with, I would not feel very comfortable with
that.. . . No. I just don’t consider myself being very artistic.” She did not feel confident
with certain kinds of art materials such as pencil or paint, stating, “It’s just nothing that
I’ve ever felt very confident with.” She was more comfortable using a computer. “If it
were something to do on a computer, I would feel very comfortable, okay. Doing
something with digital cameras or things like that I would feel very comfortable with
that.” Nora made a distinction between her inabilities with drawing as being artistic or
creative and her abilities in decorative crafts. “The more creative things came a little
more difficult.” She believed that she could engage in crafts more readily than other
kinds of art activities such as drawing and thus, was more willing to teach crafts.
You know, I could teach a class in crafts, you know of something I’ve done
before, I could do that. Am I an expert on it? No, but I could teach a class or I
could teach you how to do something that I am confident in...Oh, I could do a
floral arrangement, I could do a Christmas wreath, Christmas candles, designing
them or whatever, centerpieces, lots of different things. (Nora)
Participants Millie and Carly, saw themselves as artistic and did not express the
same anxieties as the high-anxiety dimension group, and were characterized in the
moderate and functioning range of anxiety along with Sunny and Charlie, who felt
creative or somewhat artistic. Fewer phrases of anxiety, lack of confidence and
avoidance were conveyed on this dimension. There were only two incidents of anxious
words among this group.
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I can’t draw anything. Still, I can trace; I’m a good tracer. I’m wicked creative,
but drawing was never my talent. I found that frustrating because things never
came out looking the way . . . what I perceived what they were supposed to look
like.” (Millie)
While they continued to vent some lack of confidence they also articulated episodes of
higher confidence participating in and teaching craft-like activities. Participants in this
group revealed ways in which they compensated for their lack of skill and knowledge.
It depends. If I’m asked to draw something, I go “I can’t do this, I can’t draw.” If
I’m given materials and I’m asked to create something, I can be much more
resourceful and creative in that way . . . Any kinds of materials. Paper, well I’m
not great with clay and stuff like that very basic. I don’t feel that I can draw
anything ... I make things, I can do collage kinds of things. So if I have
magazines, if I had pictures, if I had those kinds of materials. (Millie)
Carly characterized herself as “artsy” and Sunny stated “I like art... I
mean, I do my own little thing. ... I like artsy things. I mean if I didn’t think it was
going to be critiqued, if I just had freedom, I think I’d be okay.” Charlie, who described
herself as “very creative” made a distinction between having an ability to draw and being
creative. “Oh, I would be uncomfortable [drawing], not great. It wouldn’t bother me to
do it. I would want to be better at it,” She did not feel comfortable drawing but was
comfortable with other art techniques. “I would do more crafty type art lessons. ... I love
it when I do it with my class here. I don’t think I am the best at it but I am comfortable
doing it with them” (Charlie).
In summary, highly anxious participants were using less art in their classroom
than their less anxious colleagues. Confidence levels were related to dimensions of
anxiety. Anxiety was connected to participants’ artistic self-concept. Participants whose
self-concept was artistic were less anxious than participants who did not see themselves
as artistic. No teacher participant fell within the low to none dimension of anxiety.
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Lastly, family and school background seemed to have less bearing on self-conceptions of
art and anxiety in this older more experienced group of in-service teachers than pre¬
service teachers. The farther away the experience, the less influence it may have on
anxiety, understandings, or classroom practices. Still, the lack of knowledge and
perceived inability in art was common to all classroom teacher participants.
Unable to Take the Plunge: A Knowledgeable Principal’s Indecision
Jill, the principal, was sympathetic and knowledgeable about art in the school
curriculum but was Unable to Take the Plunge by risking the status quo. She understood
the importance of art in the curriculum and believed that art was marginalized in our
schools and culture. She did not agree with the way the school district structured and
scheduled art but she was preoccupied with other school problems such as high-stakes
testing, implementing state and national standards for the core subjects, and limited
resources. Jill began to examine how art was being implemented in her school and
realized that more could be done toward improving the status of art in the school
curriculum.
A Principal’s Artistic Development
Jill had the most extensive education in art among all the participants, excluding
the art teacher. Her family was encouraging and she characterized both her father and
mother as artistic. As a child she started each summer day painting watercolors on the
porch with her mother. Jill went to Catholic school from elementary through junior high
school. Schooling did not have a major effect on her artistic development until her senior
year in high school. Until then, her creative development thrived under her parent’s
influence.
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All through school, from kindergarten all the way through we basically colored. I
don’t ever remember having any type of creative [activity] until I was in my last
year of high school. But, you know, we did it at home. (Jill)
She finally connected with her high school art teacher who made a lasting impression on
her.
She was my art teacher there only for a year but she was very inspiring and from
there it just took off. . . . [the art teacher] and I are still good friends. She is
probably in her eighties. She lives near me and we are both in the Westport Art
group.
Jill went on to take an art history course and additional studio courses. Besides
her pre-service arts methods course, Jill also took photography, drawing, watercolor, and
art history courses. “I remember I enjoyed it and you know we made up lesson plans and
we taught lessons and we made everything ourselves in the lessons” (Jill). Jill continued
to take coursework and workshops in studio areas such as painting in watercolor.
A Principal’s Knowledge of Art. Jill recognized 48 artists out of a list of 73
which was a higher score than any of the classroom teacher participants. On the Art
Knowledge questionnaire, Jill’s responses fell within Parsons’ stages of three to four
(highest being five), as compared with the classroom teachers’ responses of stage two.
Identification of artistic elements were also 25% higher than classroom teachers. Yet she
expected more of herself in her recall of artists. ‘‘After talking to you the first time I went
home, opened an art book and looked up, and I was thinking, how come I don’t
remember much?” (Jill). Jill’s favorite artist list was a bit more extensive than
classroom teachers. Among her favorite artists were modernists such as Jackson Pollock
and Mark Rothko. She also admired classics like Rembrandt, Vermeer, the
impressionists and pointillists.
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Jill was a skilled watercolorist and had exhibited her paintings. She felt
comfortable making and teaching art and did not show any anxiety while engaging in art
activities.
If I painted a painting and had to speak about it? I’d be comfortable doing that.
You know if it’s my own piece of work, I know why I did it and what it means
and all of that. But I would be all right with that. I could do that. (Jill)
Jill loved to share her knowledge and enthusiasm of art with students. She offered
summer art classes for children in her school. One summer she taught watercolor
techniques to students and during another summer she taught an art history course that
included art activities related to historical periods in art.
We did a cave dwelling once where we crinkled up a paper bag and then used
earthy colors to do these ancient animals, you know, and then we worked our way
up to modem day. They all lie on their backs under their desks with the paper up
there and they paint like Michelangelo doing the Sistine Chapel and they are like .
. . this is hard, you know. And then we do Andy Warhol, bring in a soup can, we
all paint our soup can, you know a few others, pointillism, impressionist. You
know, I read about what it is, I tell them what it is and then we view slides or we
look at books—what painting is like—and then they do their own interpretation.

(Jill)
Jill worked hard at providing “enriching experiences” for the children who came to the
summer classes. “You know they were trying something they never tried before ... I just
thought it was fun, they learned something, it was hands on, a little bit of everything,
including visual, auditory, hands-on ... It helps them think” (Jill).
A Principal’s Conceptions of Art. Jill believed that art was “an important part of
life” that helped students “see in a different way”, “think in a different way”, “develop an
appreciation of what’s around you” and “to enjoy it.” Jill hesitated to say “that it’s just a
talent” because she felt there was more to the process as “anyone who has ability has to
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put time into it” (Jill). She felt that the inclusion of art in the curriculum helped to round
out a child’s education and to develop different talents.
I think artistic experiences help children; I mean they are naturally creative and
this is a great way to express themselves. And I mean not every child is going to
be a rocket scientist. People don’t seem to put as much value on art as they do on
science or engineering, but people’s talents are in different areas and I think we
should really try to help children develop what they are given. I think children
will be better served to have a very well-rounded education. (Jill)
She seemed aware of teachers’ varying attitudes of using art and that some
teachers provided artistic experiences for students while others did not.
I mean I walk into some classrooms and they’re a blank slate in my opinion and
others-there’s so many artistic things going on- and I think, and I think that’s it.
Teachers don’t feel [artistic]-“I’m not an artist. I’m not talented, I don’t know
anything about it, so I don’t do it.” And I think they would find they really don’t
have to be great artists to get it across to the kids. Kids will take it and run with it,
you know. You have to throw out the ideas, give them some materials and the
kids will take it from there. (Jill)
Making Decisions Concerning the Art Curriculum
Jill was of the opinion that art was “deemphasized” in our culture and schools in
favor of sports activities and worked to support the arts by practicing her own art and
teaching summer art courses for her students.
I am just saying that we seem to spend a lot of time in certain areas of the
curriculum and it is usually things like art that go out the window and I just don’t
feel that we should be that way. One period a week of art but we do ninety
minutes a day of math.” (Jill)
While Jill was sympathetic to the use of art in the curriculum, she felt that
there was an existing structure within the school district that impacted her ability to be
more proactive. In some areas of the school she had authority to intervene and make
suggestions and in other areas—like schedules, budgets, curriculum, and testing—she felt
she had no authority to change.
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I think it’s getting more difficult, you know. We’re so, I don’t know, we’re so
involved with No Child Left Behind, State testing, you know, that everybody is
putting all their efforts in that area. .. Well they tell us what we have to teach.
(Jill)
State and National Mandates. Jill’s responsibility as a principal was to see that
her school not only passed the MCAS and other standardized tests, but she felt pressure
to raise test scores each year. “We are concentrating too much on getting these tests
done. You know this thing—No Child Left Behind-everybody is going to be proficient
but I think that is not going to happen” (Jill). Jill refers to the many students who are
special needs in her school. Because the district sends special needs students from other
neighborhood schools, it has a higher percentage of special needs students than any other
school. There is no way to factor that into any of the tests for the school in general. Jill’s
office was stacked with bins of tests that she had to collate to be sent off to be scored.
The administration, distribution, and packing of tests took precious time away from Jill
and her ability to do other things. Meetings with teachers concentrated on discussions
and making plans to raise test scores and follow academic curriculum mandated by the
state. She understood that any subject area was influenced by testing—whether it was to
invest time and money for that subject or to eliminate another in order to funnel more
resources to tested subjects. Jill was more open to the idea of testing art than classroom
teachers were.
That would be a trip. I think if they included art in the MCAS there would be a
lot more emphasis on art in the school. It could be a back door getting them to
put a little more time into it. I really think definitely if there is an MCAS test in
art. (Jill)
Jill remembers a time before the tests when teachers had to teach art and a time
before high-stakes testing. “As the art teacher came in, we still did it but then, all I can
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say is MCAS, that first MCAS, after that we were off in a different direction. You know,
teaching was not the same any more.” Jill finds that we are raising a generation of
stressed children who are good test takers. ‘‘Teachers are getting so involved they’re
really a wreck about these tests and the kids are too. They just don’t have time.
We’ve definitely lost something, trust me ... we had well-rounded children, and now we
have skillful test takers.” She acknowledged that state and national mandates have
superseded the art curriculum. ‘‘I think that with No Child Left Behind state testing ...
this is what they are testing so this is what we are teaching” (Jill). The ability to reduce
or stop these pressures for teachers and students was beyond Jill’s control.
School Budget. Jill was fully aware that cuts in budgets during times of limited
and stretched resources meant that the arts would be in jeopardy of being reduced or
eliminated. ‘‘Well I find that when there are budget cuts, what do they cut first? Art and
Music. Phys Ed is mandated by the state so they can’t touch that.”(Jill). Budgets,
schedules, choice in hiring teachers, testing, and curriculum were matters that were
determined by the school district or state.
Jill felt she could not change what little money was budgeted to the school. The
majority of the school’s budget was allocated for salaries and utilities, “other than that,
there’s really nothing left—heat and light.” (Jill). The entire school’s budget was
$8,600 to buy expendable materials that included art supplies, paper, pencils, glue sticks,
computer inks, and other classroom supplies. “We are kind of limited budget wise. We do
what we can” (Jill). Teachers did not order their own supplies and Jill was responsible
for ordering all the school’s supplies.
We have a requisition supply form and I do the ordering.... I can figure out what
we need in the school. In the past. I’ve asked them [teachers] to fill it out, how
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many of these do you think you need, how many of those...if it’s art supplies it
goes up to the art room and it goes in a central location and they [teachers] just
divvy it up. Everybody gets crayons and glue sticks and magic markers. I don’t
know, we seem to get through the year with what we have.. . There’s not much to
choose from and not that much money. (Jill)
Jill revealed that the Parent Teacher Organization (PTO) worked hard to fund
raise and students were the beneficiaries of the PTO’s efforts. Special projects and
supplies were augmented by money that the PTO provided as a result of their efforts.
The PTO gave each teacher $100.00 per year to buy extra supplies for their classrooms.
Because the art teacher taught all the students in the school, Marie convinced the PTO to
give her $300.00. “If any teachers need any more to do a special project, we have to find
the money somewhere. As long as it’s for the kids, somebody will come up with the
money” (Jill).
Field trips were also supplemented by the PTO.
And one thing we are fortunate in having is we make a lot of money in our
fundraisers so that we can send kids to performances. We have a very generous
PTO because it is very expensive to send a school on a field trip. They all went to
BCC [Bristol Community College] at Christmas time for a Christmas
extravaganza—singing, dancing—seasonal type thing. It was 3,000 dollars because
we had to bus them ... and the tickets five dollars each.... They are not
expensive but I mean multiply it by 450, it comes out to a lot of money. And so
each field trip it costs the school 3,000 dollars. (Jill)
An alternative to busing students on field trips would have been to arrange for
programs to visit the school. “So we have the Lloyd Center [coastal science center] come
in and do three programs for each classroom. That came to 18 programs. That came to
$10,000 for that. So that is expensive” (Jill). The guest-artist program in the school was
very limited and, as stated previously in this paper, there were no field trips to art
museums or guests-artists in visual art. In the past, local high school students came in to
perform musical concerts but since “every minute ... is accounted for” it was difficult to
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schedule these kinds of learning experiences. “Not that we can’t do that. We used to get
historical perspectives in and do a program, and a couple of the musical groups. They are
really good but... It is so expensive to do something for a large school” (Jill). Upon
consideration, Jill thought more of how she could include art in the school’s curriculum.
I’m thinking next year of socking away money in the school account and I would
like to have an artist in residence, you know spend a couple of weeks here and
work with each class and come up with, I don’t know whether painting or pottery
or whatever; I want to look into that. .. MCC, there’s a whole booklet about it,
the Mass Cultural Council .. . But I’d like to check into that and set something
up, possibly for after the MCAS, you know at the end of the year. I think that
would be great. (Jill)
Schedules. Curriculum, and Assessment. Teachers’ schedules were arranged on
the district and departmental levels. Classroom teachers’ preparation periods were
scheduled during children’s art, music, and physical education periods. This simple
arrangement prevented the art teacher and classroom teachers from ever conferencing
over integrated curriculum or about students’ learning needs. Art was scheduled once per
week for 45 minutes in contrast to 90 minutes of math per day.
To me there’s just not enough time in the day for everything. Maybe we should
like cut back a little on certain things. Even if you add up how much time you’re
supposed to spend in each area, there isn’t that much time in the day. (Jill).
Jill could not change this schedule and believed that the art department was responsible
for scheduling and assigning art teachers to schools. “The director of art is the one that
decides what they [art teachers] do” (Jill). In reality, the director of the art department
received her orders from the superintendent of schools and had no choice in the amount
of time scheduled for art. However, the art department was responsible for hiring and
assigning art teachers to schools, as well as evaluation of art teachers. The principal did
not choose the art teacher that was assigned to her building. Art teachers also had their
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own departmental meetings separate from the school’s faculty. Jill felt that this
prevented the art teacher from
coming to faculty meetings and interfacing with teachers.. . . Now they [art
teachers] have last period free [on Friday] because they go back to the art
[administration] building. They have their curriculum meetings and work on what
they need to do.” (Jill)
Jill felt she did not have input into the art curriculum as she believed it was
determined by the art department. This was only partially true. “I don’t have a lot to say
about that curriculum. It’s basically the art department. ... I wouldn’t mind being more
involved in it.. . just so I know, have a better grasp of what’s going on and what they are
doing” (Jill). Nothing prevented Jill from calling the art director and asking questions or
calling a meeting. Jill would regularly meet with “the science people, and math people,
and the social people, and the language arts people” but not with the “art people.”
However, she expressed that she would not be opposed to meeting with the art director.
“I would like that but that’s low on the food chain.” She admitted that meetings with the
art director would be unlikely because “there’s always something going on in these
[academic] areas. But as far as art goes, I don’t think anybody would think that was
important, except the art people.” Jill felt that the district and state set priorities on
testing. “With this testing, and No Child Left Behind, there’s so much emphasis on it.”
(Jill).
Jill did not agree with the current report card which graded students’ progress in
art through a letter grade system. Her view of evaluation in art was grounded in studio
practice which was impractical as an assessment tool.
I don’t think you should give an ABC in art. It should, it should be more of a
critique type thing. You know like evaluate the painting and, you know, and show
the child, maybe if you would try this, or this or that, I don’t think you should
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look at a painting or a picture that they do and say you’re a B in art. You know, I
think it’s more like a mild critique would be better . . . give them encouragement
and show them where they can go next—how they could continue, keep going.
(Jill)
She did not make any attempts to change the report card.
Jill felt confident enough that if art were eliminated in the school, she would be
able direct the teachers in including art in the classroom. “I’d probably have to go in and
make a plan; I’d give them something to do. If I said I’d do that, they would do it” (Jill).
Upon consideration, Jill felt that the teaching of art would continue even though
classroom teachers did not possess any real expertise in art and for some teachers no
confidence to teach art.
I think too we can do it, even if we don’t a have a 45-minute art period a day, you
know you can still integrate it into classroom. You know, whatever social studies
period you’re studying, there could be an art component.” (Jill)
She came to the realization that art was not an integral part of the school’s curriculum.
It’s [art] not a major role that it plays, it’s almost like, I want to call it an
afterthought, but it’s—you know—they get their 45-minute period a week and
that’s it. In the lower grades ... I don’t find they do it much in the upper grades.
It’s not something we are focusing on. It’s just not something that we are
focusing on at all. It’s an afterthought really. (Jill)
Jill took the opportunity to reflect upon the direction of art in the school during
our interviews. “But um, you know, maybe we should step back and think this through a
little better... We seem to be running, off and running; we’re not looking for the big
picture or the end picture” (Jill). Jill believed that over the years there was a shift in
educational priorities. “There was always something going on. Not only in my class—
basically just about every classroom—and somehow it kind of moved out” (Jill). She
remembered a time when teachers had more freedom in the design of the curriculum and
the presentation of that curriculum to their students.

I mean we don’t do art as much as we used to. For every holiday, for every
season, for every event, there was an art project. ... I remember my own plan
books ... I had an art period every day. And I’d have little drawings in, you
know, cause you had to do you plans, and I figured if anyone came in, here’s a
little sketch of what we are doing, and details, you know, and I can’t remember a
week when we didn’t do art. ... In fact we did our own art when I first started and
we had someone come once a month to check on us. (Jill)
Jill now sees an educational system that sets its priority in the academic areas.
“The four major areas that we are concentrating on maybe we should be a little more
focused on integrating art...you should see kids involved, you know, in their regular
studies, but art in the mix too, you know?” (Jill). She admitted that art should be more
integrated in the school curriculum; “It should be going every day.” However, she has
left that decision in the hands of individual classroom teachers. “I think we have control
over how we teach, not what we teach. . .. But as I said, if you’re not interested in art, it’s
not one of your favorite things to do, you’re not going to do that” (Jill).
Reconsiderations
Jill did not feel entirely powerless to make changes. “I don’t feel powerless, like
we do our own thing, we follow the curriculum [and] we try to add a little bit extra” (Jill).
At this point, the teaching of art was the main responsibility of the art teacher. Decisions
to make art a more integral part of the learning experience were not being made since
participants, including the principal, seemed pleased with the art teacher and the way she
taught and decorated the school.

Along with being comfortable with the amount of art

and how it was being produced in the school, there was a perception that decisions
concerning the art curriculum were made at the departmental level. There was no deep
consideration as to how art could play a more important role in the curriculum by using
art materials and methodologies in the classroom. All participants were focused on
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coping with curricular pressures and time on testing and, as such, art was not a priority.
Jill began to reconsider how art was actually implemented in the curriculum.
Because you know it got me to think more about art and how we actually are
isolating into that one period a week, so I think, it’s not in our school plan but at
some curriculum meeting I’m going to sort of talk it up a bit... like remember
the good old days when we used to do this and this. You know we can still teach
social studies and we can still teach language arts; you can still teach math; you
can still put some fun art things in it like we used to. Let’s have a little bit of fun.
(Jill)
As an administrator, Jill was highly aware of all her teachers’ feelings of being
overwhelmed with testing, coverage of curriculum, and sheer numbers of students. She
suggested that there may be a way to alleviate this sense of overwhelming pressure and to
actually include art in the main curriculum by restructuring the number of courses
teachers actually would teach. There were discussions within the district to move to a
departmentalized system. Jill described a school that would be part of a pilot program
next year but she had declined to be part of the program; she wanted to ascertain how
well it would work in another school and she felt her school was not ready to take on a
new program.
You know, we’re talking about departmentalizing fourth and fifth grade and they
actually are doing it next year in some pilot schools in the city and I didn’t
volunteer because we’ve got so many other things on our plate.... I think that
they feel that because there is so much that we need to teach. Teachers are getting
overwhelmed and if they only had to teach two subjects instead of four subjects
they could teach it more in-depth and the children will gain in that way. In fact, if
I only had to teach two subjects, it would, in the end, be a lot easier.... In the end
I think it would be good for the teachers and good for the children. (Jill)
Jill began to think that teachers needed more support if they were serious about
integrating art, or just to use art materials and methodologies as a strategy for teaching.
“You have to train them to do this.... I think it just has to be built into whatever
curriculum you’re using ... but we have to be more conscious of it.” Participating in this

136

study gave Jill a chance to be more conscious of how teachers were really implementing
art in the curriculum. “Where you actually have to think about it and make sure you get
it in there and it can’t be just like oh yeah, we should put some art into here.”
Departmentalizing might help teachers feel less overwhelmed and more willing to take on
different teaching strategies. “That’s where that departmentalization can help. Well if
you’re going to have two subjects to teach maybe you’ll get back to that (art). So maybe
that will be helpful” (Jill).
Most principals are not as prepared in art as Jill was. “I think I want to say that I
am atypical. I think it is where your interests lie. I just happen to be interested in the
arts, so I think it is an important part of life” (Jill). In the end, the issue was not that the
principal was not supportive of art, but had other pressures that she was dealing with. Art
classes went along smoothly and the art curriculum was the domain of the art teacher.
The school was decorated, certain teachers used some art materials to augment learning
and so art was not being considered as an issue or a problem of neglect or of being
underused. My presence and interview questions prompted a review of her conception of
art in her school. “So I am glad you came because it’s like you need that every so often.
Somebody to come and like wake you up a bit” (Jill). Taking time to examine all aspects
of the school curricula, not just the academic subjects, was not a consideration until Jill
began to answer interview questions. “I think in the curriculum and in the frameworks
there has to be some, more of a connection, you know, more opportunities. Getting
people to see that, it really is worth the while” (Jill).
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Drowning in Responsibilities: An Overwhelmed Art Teacher
Marie, the art teacher, had overwhelming demands on her time and was Drowning
in Responsibilities. She was responsible for integrating art with core subjects and she
was responsible for decorating her room and the corridors with student artwork, while
student work from the art room frequently decorated the classrooms too. She was
responsible for the artistic development and literacy of her students while working with a
limited budget and schedule. Although the responsibilities of her job where daunting, she
still loved being an art teacher.
An Art Teacher’s Artistic Development
Marie’s goal in life was to be an art teacher from the moment to realized she
performed well in art. Marie considered herself artistic but didn’t feel particularly
encouraged or discouraged except to say that at that time, her family believed that a
woman was meant to raise a family, not to go out into the work force. Despite this, she
persevered and later earned the support of her parents. She remembers that other family
members would give her art supplies as gifts during Christmas and for her birthday
because they knew she was interested. She drew pumpkins when she was just two years
old and doesn’t recall a time when she didn’t want to be an art teacher.
Marie remembers her own elementary art teacher visited her classroom and taught
art from a cart. The art lessons that she remembers she disliked because she “never had
time to finish.” Her art teacher embarrassed her by making her stand on a chair for not
coloring the sky across the top but instead drew up and down. “I don’t remember it as it
being a particularly positive experience at all.” Her enjoyment of art class changed for
the positive in junior high school. She appreciated her junior high and high school art
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teachers because “they made you think” and you could “be a little more creative.” Junior
high school experiences made a more positive impression on Marie and she continued to
have positive experiences in high school.
An Art Teachers’ Conception of Art
The way in which a classroom teacher may conceptualize art in the curriculum
can differ from the way in which an art educator conceives of art in the curriculum. As
the art teacher, Marie did not disagree with the concept of integration, indeed she was
responsible for connecting academic standards to the art standards. However, it was not
the only reason to teach art to her students. Marie’s focus was more on the individual
child and she appreciated every child as an artist. “I think my students are real artists, all
of them .. . they are free to do what they want. They love it. I want them to think its part
of their life, not a separate thing in life.” (Marie). Marie’s objective was to provide
different experiences for her students to explore and problem-solve through the use of art
materials. “I don’t base the lessons on talent. I am trying to give them all different
experiences, and see what happens with paint and what happens if we spray it with water
and they are just happy to do it” (Marie). She was also concerned with building students’
confidence not just by saying “you can do it” or “root them on” but by giving students the
tools and instruction they needed in order to communicate their ideas, and create without
fear of being criticized.
For them to enjoy the experience and be happy about what they do. To ... leave
with something that they made, that they’re successful with.... Well I would
hope to give them the love of art, but a life-long love. That they don’t have to be a
famous artist to have it a part of their lives and have a good part of their being
everyday.... I want them to be provided with encouragement, belief in
themselves, that they believe they can be a success and that it doesn’t have to say,
look I wanted it to look like somebody else’s looked. I would say those are the

basic things I wanted to provide, but I wanted them to know formal parts of art
too. What a line is and shapes and composition, etc. (Marie)
Marie was rightly considered by participants the art expert in the building and her
way of organizing art in the building affected how teachers viewed art. Teachers looked
to her for bulletin boards, children’s art work to decorate their classrooms, and to
integrate art activities with lessons that coincided with lessons being taught in the
classroom. Marie had more influence than she understood she had with teachers.
However, because she was so overwhelmed with numbers of students, and other
logistical issues, Marie could hardly begin to take on the task of reeducating classroom
teachers about art.
Logistics of Being an Art Teacher
Marie was as overwhelmed as classroom teachers, but for different reasons.
Marie did not have tests to administer but she had large numbers of students to teach, and
she traveled to another school two days in the week. Her schedule allowed her to see
students only once a week for forty-five minutes. She decorated most of the bulletin
boards and displays in the school. She taught every grade level in the school, which
amounted to seven different preparations. She was not considered a part of a school’s
faculty but was assigned to Administration South which was an administration building,
not a school.
Like every teacher’s day, Marie’s day started early and did not stop till it was time
for children to leave school for the day. Then there was more school work to be done
after school and at home. “I come into school a quarter past seven. I don’t really have a
recess, so ... I’m in here cleaning up for the last class and I stay after school almost
everyday for as long as it takes” (Marie). She didn’t go to the faculty room for lunch so
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that she could keep up with her day. “I don’t try and have lunch with the teachers
anymore.” This provided for missed opportunities to interface with classroom teachers.
There was no passing time between classes coming and going into the art room; teacher
aides took students to the art room or Marie went to get them. The time it took to collect
students and take them back to their classes came out of the forty-five minutes allotted
for art class. “It’s a big problem in all our schools. There is no way you can be at one
end of the building dropping off a class and at the other end . . . picking up a class at the
same time” (Marie). Teachers not taking their students to the art room resulted in another
missed opportunity to quickly conference with each other.
Until Marie was assigned to this school three years ago, she did not have her own
classroom. Possessing her own classroom was relatively new to her in a career that
spanned 32 years. “Having my art room and my own materials and my own walls and
three sinks and a place for me to put my materials, is absolutely wonderful. It’s great for
the children; they love it” (Marie). An art room was also new for the teachers in this
school. They still remembered when their art teacher came into their classrooms. Some
teachers missed this, as it gave teachers a time, albeit short, to connect with the art
teacher.
They [teachers] come in and they say “I’m amazed!” I don’t think they’ve ever
been in a working art room before. They never had it either. They just had an art
teacher that came in; that was their prep period so they left; they would come
back and hopefully I would have something to hang up. It was nothing like this.
This is a much better experience all the way around. (Marie)
Marie also taught half of Thursdays and all of Fridays at another school. She had
to split her curriculum and bring examples and visuals with her from school to school. “I
hate leaving here; I forget things; I have things up; I have to take everything down if I
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want to bring it with me to show the other children” (Marie). It was not possible to be
highly involved in both schools, and therefore, she had to choose the school that she
would devote most of her time and resources too. “As long as I am an itinerant, I don’t
do those extra things.” Having taught for many years at the other school, but being there
only a day and a half, she could not be fully committed to that school. “I am not as
involved there as I used to be. I can’t be. I’m there for one day, they’re big classes, in
and out” (Marie). Art exhibits were a big undertaking as she was responsible for both
schools. Marie did not have an exhibit just for this one school but exhibited certain
children’s art work in an all-district art exhibit that hung at the local high school.
Our art show for elementary was at [the high school] last week. It goes along
with the elementary choral festival which is a three-day festival and we go inside
with it. Each of the three nights are all the elementary schools in [the city]. So
any of those families whose children are singing would show up at that show.
They would know about it—it’s put in the paper. That would be up to them. I had
probably 90 pieces of work ready to go up. I just handle it the best I can. (Marie)
Marie was happy to be at a school for more than three days a week and have her
own room to teach in, but preferred to be in one school the whole week. “I wish I was at
this school for the whole week. I wish they had their own art teacher and I could just stay
here for the whole week. But that’s not going to happen because of financial restraints.”
The result of being split between schools was that the art teacher did not belong to either
school or faculty. “I am not assigned to this building. I am assigned to Ad South. I
would be assigned to this building, only if I was here for the whole five days” ( Marie).
Marie was not required to go to faculty meetings or parent/teacher conferences. “They
can’t require me to be here for parent/teacher conferences, because both schools would
have to require me to be there” (Marie).
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Basically, Marie was happy in this school, especially since she had her own room,
and she saw most of the faculty as cooperative. “There are cooperative people, they do
care about the kids, an excellent principal-she’s wonderful” ( Marie). Not all faculty
truly understood why she didn’t come to faculty meetings, parent/teacher conferences or
other events in the school. They knew her as the art teacher who did “wonderful” things
with students, made “lovely bulletin boards” and was able to integrate art all on her own,
but they really did not understand Marie’s profession or the difficulties of it. She felt that
there was a hierarchy of priorities on the district level and the art teacher was usually at
the bottom.
There’s a bottom line to it... I think probably because we’ve always had
itinerants and there are a lot of people in the schools, they don’t even know the art
teacher. They just kind of come and go and do some little thing with the kids.
You know, they’re not a part of the school. When they opened a new . .. school
two years ago, there were six different art teachers coming and going. Crazy huh?
(Marie)
Responsibility to Integrate
The responsibility of integration was incumbent upon the art teacher. Teachers
felt so overwhelmed with testing, curricular pressures, and meetings that they had no time
to conference with the art teacher or to engage in professional development that would
have educated them in an integrative method of teaching. I did not observe any
integration that consisted of team teaching or collaboration, nor were there any accounts
of such an approach mentioned when interviewing participants. Classroom teachers
believed that integration was occurring in the school because the integration of art was
often conceived and practiced by the art teacher presenting an art activity correlating with
the classroom teacher’s timing of a particular lesson. It was important to the art teacher
to present art lessons that correlated with the academic curriculum. “I think it’s a good
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way to teach. I think it makes sense to the children” (Marie). Although some teachers
would inform Marie when they were about to teach a particular unit, she became adept at
seeing the telltale signs in the classrooms and would then implement a lesson in her art
room.
If I go into a classroom, I can tell now. If I see space posters going up around the
room, I know that the teacher is starting to get into that and I just do it
automatically now. I had to really work at it; it took me awhile. I don’t think
there was much integration between art and regular subjects in the past, but I
always liked it, so I worked at it. (Marie)
Marie’s art classes were scheduled at the same time as teachers’ preparation
periods, like every art teacher and specialist in the district. This made conferencing with
classroom teachers for any reason difficult. There was no other common planning time
scheduled that would have allowed or facilitated real collaboration between classroom
teachers and the art teacher. “We’ve been trying to get planning time for many years and
we can’t do it” (Marie). Marie did try to establish some planning time by going to her art
director and then to their union but was unsuccessful.
Through my supervisor, we have talked to the Union. There simply isn’t time in
our schedules because it is so packed in. They have to have some planning time
with each other, say three third grades. Well they couldn’t work it out with their
prep period to have time with me also. It simply doesn’t fit in the tight schedule
we have.... Oh there definitely should be planning time. There should be more
time between me and the teachers. (Marie)
Despite the lack of planning time, she had decided that correlating art lessons with the
academic curriculum was an important thing to do and that’s why it was practiced in this
school. “I’d rather do it than not do it. So it is my choice to do” (Marie).

144

Responsibility to Decorate
The art teacher took on most of the responsibility to display children’s art work in
the corridors and art room. Marie displayed children’s art work on all the boards and
display cases in the school except the ones in the pre-kindergarten and kindergarten
corridors. “I do not do the ones that are on the kindergarten corridor. I do all the rest. If
you counted them singly there are about fourteen” (Marie). Marie believed that
displaying children’s art work was an important part of the art program. The children’s
art work would be seen and therefore appreciated. Positive comments by the participants
about the bulletin boards were many and served to inform the entire school community of
the kinds of work the children did in the art room. Marie thought it was well worth the
effort it took to hang and rotate art work. “I don’t mind. I want the kids’ artwork to be
up” (Marie).
The result of having so many bulletin boards and areas where children’s art work
could be displayed was that people actually saw it. “It has made a big difference too.
They come into the room to tell me something they feel or think about the work up in the
hallways” (Marie). Having displays and bulletin boards impacted the entire art program
and “the whole view of everybody” (Marie). This was Marie’s main occasion to
communicate to the school the lessons and objects of the art program.
Besides the fact of it just being a visual thing as part of the school, I want the
children to see that we are proud of what they do, and that we’re happy with their
artwork and it deserves to be appreciated by other people. (Marie)
Most of the children’s art works that were displayed in the classroom were
generated in the art room. Teachers proudly showed me the results of children’s work
that had been executed in the art room and were displayed in the classrooms. Since
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classroom bulletin boards were reserved for math and language arts, the art work had to
be hung in various free spaces such as door fronts, windows and shades, columns, heating
registers and walls. Their “bulletin boards have to have to do with course subjects. They
cannot put anything they just feel like on the board’’ ( Marie).
Teachers would use Marie as a resource to draw or create tracing pattern, or
posters. They did not state that they would go to Marie as a resource in how to make art,
find books and art magazines, or teach art themselves.
If I am asked to create art and the question is open, I can do it my own way, then I
like it. But too many times, when especially teachers will ask me to do some kind
of art for them, they have something already in mind, and I don’t particularly like
doing it that way, then I am not happy doing it. (Marie)
Art Standards and Academic Standards
Marie felt a responsibility to not only attend to the art standards but to use the
academic standards in her lessons as well. Marie included the Massachusetts
Frameworks and Standards for each academic subject in the design of the art curriculum
and displayed the art standards as well as the connecting standards for the academic
subjects in the art room and on bulletin boards that exhibited the children’s art work.
“I’ll look at one of her [Marie’s] bulletin boards ... and she’ll have standards, something
from social studies or science. She’ll put things up like that. She’s not supposed to; she
just does it” (Jill). Classroom teachers noticed that Marie “does beautiful bulletin
boards” and that the boards had academic merit. “[Marie] does put a lot of time in her
bulletin boards, integrate different parts of the curriculum into it” (Gerry) and “she often
tied them into the framework that we’re working on. For all grade levels she does that”
(Codey).
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Art teachers were required to attend Standards Based workshops in the district.
These workshops did not include the art standards.
Well, we have to go to workshops that are about the standard based units and
those are not art workshops. The state wants teachers to work more in units,
rather than each class being a separate thing so that there would be say, six to
eight that all have to do with whatever, science. They all have to be standards
based and there is a particular folder and a way to fill it out. So then our art has to
also tie into a math standard or a language art standard.
No classroom teacher in this study had read the art standards and no classroom teacher in
this district had been asked to use the art standards in their teaching. “I don’t think that
most people realize that we have frameworks and that we do have standards and that we
do teach by them. They are surprised when I ever bring that up” ( Marie).
Marie graded on objectives designed from her lessons and the standards but feels
that the current report card did not reflect these. “Well I do have a written criteria about
them using the materials properly, following the directions, did they understand the
concept. I do pay attention to all of that” (Marie). Depending on the grade level, the
report card described “Up to second grade. Excellent, Satisfactory, Improvement Needed
... and then a regular A, B, C, D marking in 3rd, 4th and 5lh grade” (Marie).
Marie was not satisfied with the current district’s grading system in art and worked to
change the report card to reflect criteria that were embedded in the standards along with a
section that would indicate students’ affect and behaviors. Her version of a better report
card was described in these terms:
And then on the second line have it relate more to the skills level, say they’re
working at grade level. And then that sentence could bring in the art standards or
the art frameworks that they were learning in, mastering the frameworks at this
level. I think you could see better what the child was doing. We have children
that come in that are very happy, enjoy their art lessons, love everything they are
doing, but I know they don’t have the skill level and I know they don’t understand
what they are doing. That would show it. (Marie)
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What is more disconcerting is that Marie does not enter her own students’ grades
on their report cards. “They [classroom teachers] put the marks on. I don’t get the report
cards, I don’t mark them. I have to mark it on a piece of paper and give it to the
classroom teacher” (Marie). A district-wide committee was formed on changing the
report card, but change had not yet come after a years’ worth of committee work.
Our teachers would like to have it changed for them too...What is the big deal
about changing the report card? I don’t understand it. It would seem to me if they
even set up committees and there are teachers that go to the meetings, then where
does that go? I would think the Assistant Superintendent? The head of
curriculum?” ( Marie)
Marie has said “no one’s listening to us.”
After many years as an art teacher, Marie will be retiring next year. She has loved
being an art teacher and has resigned herself to the perception that art is not a priority in
the school curriculum. “No one that can be an art teacher ... or itinerant. .. can ever
think you’re in the front seat. You’re always in the back seat. Their [teachers’] prep
period comes first. We know that. We have to accept that and that’s that” (Marie). Yet,
Marie felt that this school valued the art program. “It should play a very important role in
education today. Hopefully it does. It does in this school, I hope. It’s essential for the
children to grow, to be happy, to see the world in a good way” (Marie).
Summation
Generally speaking, teacher participants had family backgrounds that were not
discouraging or overtly encouraging and whether they had access to art materials or not,
there was no instruction or guidance provided by parents to these teachers. School
experiences were not deeply committed to memory and hardly seemed to make an
impression for teacher participants and either made no impact or were described as being
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very teacher-directed, rigid, and structured. Pre-service preparation in art was inadequate
and professional development in art was virtually non-existent for most teacher
participants. An “arts-rich” background was not acquired during childhood, K-12
schooling, college preparation programs, or during professional development coursework
or workshops. Teacher participants’ knowledge of art standards, curriculum, or structure
of the art department was limited or non-existent. A lack of subject knowledge of art and
lack of familiarity with the art curriculum and standards logically related to how art was
conceptualized and valued by teacher participants. Consequently, their understanding
and concepts of art and art in the curriculum was like skimming across the surface of
awareness and possibilities, having little depth in understanding.
Anxiety was connected to teacher participants’ artistic self-concept. Highly
anxious participants did not consider themselves artistic and were using less art in their
classrooms. Teacher participants who were less anxious and considered themselves
artistic used more art in the classroom.
The principal’s perception was that decisions concerning the art curriculum were
made at the departmental and district levels. Teacher participants and the administration
were comfortable with the amount of art that was produced in the school and how it was
being taught by the art teacher. The art teacher’s focus was more on the individual child,
and to provide meaningful art experiences for her students to explore and problem-solve
through the use of art materials. There was no deep understanding by teacher participants
that art could play a more important role in the curriculum if they used art materials and
methodologies in the classroom. All participants were focused on coping with curricular
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pressures, high stakes testing, and lack of time in the schedule and, as such, art was not a
priority in this school’s curriculum.

CHAPTER V
IMPLICATIONS AND CONCLUSIONS-DIVING INTO THE DEPTH OR
SKIMMING THE SURFACE

“Imagination is more important than knowledge ...
It is a miracle that curiosity survives formal education.”
(Albert Einstein, 1879 - 1955)

Overview
The purpose of this qualitative case study was to investigate elementary school
teachers’ and administrators’ conceptions of art, their anxieties associated with their
practice and inclusion of art in the classroom, the principal’s conceptions of art affecting
decision making regarding art in the curriculum, and the art teacher’s conception of art
compared with classroom teachers. Every educator in the school building, as an
extension of the art program (Dikert, 1995), was responsible for how art was
implemented in the school curriculum. The main results of the study show that teachers’
inadequate backgrounds in art, knowledge of art, feelings and anxieties towards teaching
and making art, and preparation in art contribute to their conceptions and understandings
of art and how art was implemented in their classrooms. When the entire picture was
considered, it was clear that the issue was not simply a matter of one group, principal, or
individual teacher owning responsibility for the marginalization of art in the school. The
results of this study also indicated how complex the school system can be and how that
system contributes to the lack of optimal implementation of art in the school curriculum.
Framing the results of this study around the metaphor of “The Medium of Water”
to explain teachers’ conceptions of art was established through deductive analysis after
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developing inductive patterns, themes, and categories as well as properties and
dimensions “grounded” in the data rather than a priori theory (Strauss and Corbin, 1998).
“Metaphors and analogies can enliven and enrich description, helping readers connect
shared understandings and giving them a better feel [author’s emphasis] for the
environment being described” (Patton, 2002, p.281). Six themes related to the “water”
metaphor further elucidated teachers’ conceptions of art impacting how art was
implemented in the school curriculum. These themes were described as: 1) Skimming
the Surface of the Water—Classroom teachers’ inadequate backgrounds in art; 2) Wading
in the Shallows—Classroom teachers’ shallow conceptions of art; 3) A Choice Not to
Dive —Manifestations of classroom teachers’ conceptions of art in the classroom and
school building; 4) Fear of the Water—Anxieties associated with the teaching and making
of art; 5) Unable to Take the Plunge—A knowledgeable principal’s indecision, and
6) Drowning in Responsibilities—An overwhelmed art teacher.
The bounded system that defined this case study was an urban elementary school
that included classroom teachers, the principal, the art teacher, and the school building’s
visual environment. The two in-depth interviews that were conducted with all
participants provided rich detail and information about the participants. Interviews
specifically were tailored for the three sets of participants. Classroom teacher
participants’ interviews examined family and school backgrounds and professional
development in art, knowledge of art, use of art in their classroom practice, and anxiety
associated in the making or teaching of art. The art teacher’s interviews investigated the
relationship between the art teacher and the classroom teachers, the art teacher’s teaching
objectives and the art teacher’s perceived value of the art program. The principal’s

152

interviews focused on how she determined policy and decision making concerning the art
program within the school.
Participants were shown 29 examples of artworks during the Art Knowledge
questionnaire portion of the interviews, and were asked to respond to them in order to
determine participants’ knowledge of art and their ability to describe and analyze works
of art. Informal observations in the form of walkabouts were carried out during a period
of six months. Visual images displayed in the school building were documented by
photographs of the corridors, classrooms, bulletin boards, and display cases. These
photographs were grouped into categories pertaining to art production, spaces and
activities as they related to classroom teachers, art teacher, and students. The types of art
displayed within their classrooms and the school building were investigated as to whether
it was adult-generated, student-generated or commercially generated. Three classroom
teachers and the art teacher were observed while teaching art activities and entries of
observations and notes in a field log were made as a non-participant observer. Data from
the interviews and field notes were analyzed first through open coding then through
pattern coding as codes were then counted for frequency of occurrence on each individual
%

participant and gathered together to elucidate patterns or groupings of ideas that
coalesced into the six themes mentioned above.
The properties of art anxiety (dimensions low to high), art knowledge (dimensions
Parsons’ stages one to five), use of art in the classroom (dimensions none to full), and
stressors in the classroom (dimensions low to high) were determined for each participant.
Through axial coding (Strauss & Corbin, 1998), clusters of data were organized by
commonalities and patterns arranged around the axis category of teachers’ conception of
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art. Related subcategories or themes, properties and dimensions were linked, reduced,
and refined into a meaningful whole as a conceptual model of teachers’ conceptions of art
(see Figure 1).
Overall Results
Results showed that teacher participants had family backgrounds that were not
discouraging or overtly encouraging. School experiences in art were not deeply
committed to memory and hardly seemed to make an impression for teacher participants
and either made no impact or were described as being very teacher-directed, rigid, and
structured. Pre-service preparation in art was inadequate and professional development
in art was virtually non-existent for most teacher participants. An “arts-rich” background
was not acquired during childhood, K-12 schooling, college preparation programs, or
during professional development coursework or workshops. Teacher participants’
knowledge of art standards, curriculum, or structure of the art department was limited or
nonexistent. A lack of subject knowledge of art, and lack of familiarity with the art
curriculum and standards, contributed to teacher participants’ superficial conceptions of
art in the school curriculum.
Anxiety was connected to teacher participants’ artistic self-concept. Highly
anxious participants did not consider themselves artistic and they used less art in their
classrooms. Teacher participants who were less anxious and considered themselves
artistic used more art in the classroom. The principal believed that, while she did not feel
entirely powerless to make changes, decisions concerning the art curriculum were made
at the departmental and district levels. The images displayed in the school were mostly
commercially generated images or student works of art generated in the art class.
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Teacher participants and the principal were satisfied with the amount and kind of art that
was produced in the school and with the art curriculum as taught by the art teacher. The
art teacher’s focus was more on the individual child in order to provide what she
perceived as meaningful art experiences for her students to explore and problem solve
through the use of art materials.
Teachers’ conceptions of art were connected to how art was actualized in the
school curriculum. There was no deep understanding by teacher participants pertaining
to the role art played in the curriculum of using art materials and methodologies in the
classroom. Their lack of experience and education in art, artistic self-concepts,
knowledge of art, and anxieties in teaching or making art affected their understandings
and the implementation of art by classroom teachers. Figure 2 illustrates how teachers’
conceptions of art were predicated on and influenced by experiences, knowledge base,
and anxieties or feelings about teaching and making art. These experiences also
influence how teachers relate to the art teacher and how art is implemented in the school
curriculum. The implementation of art was also affected by curricular pressures
contributing to the complexity of how art is valued. All participants including the art
teacher and principal were focused on coping with curricular pressures, high-stakes
testing, and lack of time in the schedule and, as such, art was not a priority in this
school’s curriculum.
Connections to the Literature: Six Themes
The results of this study support the research in the field of generalist in-service
and pre-service teachers’ beliefs and conceptions about art in the school curriculum. This
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Figure 2: Classroom Teachers’ Conceptions and Understandings Concerning the Implementation of Art

study provides a more complete picture of the complexities of the school, while other
studies present teachers and administrators in a more isolated way. The following
passages connect and review the research with the main results of this study organized by
the themes that were developed in order to explain the complexities of how art is
understood by all faculty in an elementary school.
The first theme. Skimming the Surface of the Water, described classroom
teachers’ inadequate background and knowledge base in art. Without a solid knowledge
base, teachers were unable to gain their footing when teaching art. Classroom teacher
participants in this study had insufficient exposure during early years in school and
family backgrounds, and pre-service education in art and did not build a knowledge base
in art from which to implement more complex uses of art materials or artistic pedagogy
in their teaching. The result from the Art Knowledge questionnaire in this study showed
that classroom teacher participants’ knowledge was at a middle-school level and at a
literal stage of understanding.
The literature regarding teachers’ family backgrounds and education in art
matches results in this study. In Galbraith’s 1991 study, understandings of art were
vaguely rooted in elementary school experiences and could hardly be recalled. Bresler
(1992) maintains that art requires the integration of different content and pedagogy that
classroom teachers typically are not experienced in or educated in, and requires extensive
training or “consciousness raising” that these participants did not receive in their early
education or during in-service professional development. Jessica Davis’ (1997) study
reinforces the idea of limited capabilities discouraging further participation. Davis tells
us that artistic development stops after middle school unless further education is provided
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for that student. These students mature into adults that are stuck at a literal stage in
artistic development affecting self-confidence and performance in art. McKean’s (2000)
findings that classroom teachers are more likely to teach art according to their early
experiences and Galbraith’s (1991) contention that a lack of knowledge and background
in art interferes with a teacher’s ability to implement methods, connect broader issues in
art education, and choose art activities that feel safe and familiar, are also consistent with
the result of this study.
Conceptions of art may be based on past experiences and knowledge base
(Stokrocki, 1995). Grauer (1998) tells us that “beliefs about content and beliefs about
pedagogy determine the way teachers enact the teaching and learning of art in their
classrooms” (p. 362). Participants in other studies, as well as this study, believed that all
a teacher needed to do was to provide art materials, allow children to explore, and not
influence children’s creativity by instructing (Galbraith, 1991; Grauer, 1998; Kowalchuk
& Stone, 2000). It was also evident to Galbraith (1991), Green, Chedzoy, Harris,
Mitchell, Naughton, Rolfe, and Stanton (1998), and Short, (1995) that in order for
teachers to include art pedagogy, they would have to be in command of solid subject
knowledge. This command of knowledge related directly to the ability to plan learning
activities, assess, and diagnose children’s learning in art as Green, et al. found (1998).
The second theme. Wading in the Shallows-described classroom teachers’
shallow conceptions of art. Art was not well-defined or delimited by participants.
In college preparation programs, pre-service teachers, who become in-service teachers,
carry with them beliefs and understandings that are underdeveloped or incorrect (Dikert,
1995). Pre-service teachers in Stokrocki’s (1995) study emphasized doing anything you
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want, or creating anything that makes you feel good; in other words “Art is anything you
can get away with” (Stokrocki,1995, p. 51) while other studies show that they had little
understanding that art has its own epistemology and art education its own pedagogy and
methodology (Dikert, 1995; Galbraith, 1991; Stockrocki, 1995).
Other studies also confirmed that classroom teachers had some knowledge of art,
but their knowledge was incomplete and fraught with misconceptions. Reimer (2001)
described classroom teachers as “focusing on how the arts enhance just about everything
one can imagine,” (p. 71) and ignoring that art on its “own terms, is valuable enough to
deserve precious educational time and effort” (p. 77). As in this study, classroom
teachers did not necessarily believe that art promoted cognitive skills (Kowalchuk and
Stone, 2000). Gray and MacGregor (1991) found that administrators, generalist teachers,
and parents understood the function of art to be “decorative” and used to mark the advent
of “seasonal events” (p. 284).
Eisner (2006) described art as a discipline where students can create meaning,
find more than one solution to a problem, make judgments about qualitative relationships,
celebrate multiple perspectives, express what other symbol systems fall short of, or think
through and within materials. Short (1995) reminds us that understanding content in an
ill-structured domain such as art can be more difficult to understand, apply, and teach
than well-structured domains where concepts remain constant across application.
The third theme, A Choice Not to Dive, described classroom teachers’ willingness
to engage in art activities and manifestations of art in the classroom and in the school
building. Teacher participants believed that they should not interfere with students while
they worked with art materials; this resulted in a lack of instruction and direction for
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students in the use of these materials and in developing concepts. A distinction between
instruction versus influence over students’ work was blurred. Bresler (1992) agreed that
teachers choose projects that are safe, easy to teach and easy to manage. They will often
focus art practices on seasons and holidays where the objectives of the lessons are
designed to make things and often employ “craft schematization” (Bresler, 1992, p. 403).
Simply providing art materials to students is a far cry from incorporating art concepts in
the school curriculum with the objective of exploration and the construction of learning
through these materials. These lessons lack continuity and skill-building (Bresler, 1992).
For classroom teachers in this study, evaluation of students’ artwork was valued
as an alternative assessment tool in demonstrating knowledge in core subjects. However,
these teachers were disinclined to assess students on their artwork-other than effort,
participation, and completion of the task— because of lack of knowledge in how to assess
art. They often praised students’ efforts in an attempt to bolster self-esteem but could not
articulate specific accomplishments in the artwork other than to note decorative appeal.
McKean (2000) pointed out that teachers deliberately avoided assessing a student’s work
in art because of their belief that art should not be judged. Teachers in this study and in
other studies voiced concern that they lacked the knowledge and skill needed to provide
students with instructional feedback, and assess and evaluate their art (Barry & Towsend,
1995; McKean, 2000). Feedback to students consisted of gratuitous praising and “rooting
on”; they were not assessed on concept development, communication through a visual
language, or innovation. Myers (1998) agreed that teachers may not feel qualified to
judge another child’s artwork based on the idea that personal expression cannot be
evaluated because it has no right or wrong answers. Teachers believed that it was not
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appropriate to grade elementary students’ artwork, as the grade could be a threat to a
student’s self-satisfaction and self-esteem. As in this study, Bresler (1992) also found
that teachers based evaluation of art activities on following directions, personal likes and
dislikes, and they paid little attention to student problem-solving or to aesthetic qualities.
Manifestations of Art in the School Building
Educators need to pay particular attention to the images that are chosen in their
school “because what is there is curriculum’’ (Gaither, 1998, p. 316). These displayed
images are an implied curriculum. Children learn from the discriminating choices that
teachers make while hanging displays and decorations in their room and school corridors.
It is the adults who “teach the valuing of art-like images in the school’’ (Gaither, 1998, p.
308). In this study, bulletin boards in the classroom were dedicated to the academic
subjects of language arts and math leaving other less optimal spaces available to display
children’s work. The dedication of bulletin boards to academic subjects may send a
message to students that their art work was not as important. Children’s artworks that
hung inside the classroom were often generated in the art room. Teachers in this study
valued the work that children brought back from the art room enough to display it and
remarked about how beautiful the work was. However, children’s artwork was hung on
alternate surfaces rather than the classroom bulletin boards. With the exception of the
preschool/kindergarten bulletin boards, all of the decorations and displays in the corridors
of the school were arranged by the art teacher with children’s art work that was generated
in the art classroom.
Gaither found in her study that much of the
art-like images presented in the elementary school environment were adult¬
generated commercial images, often chosen by the adults in the school and ones
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which negate or omitted the marks, ideas, and experiences relevant to children as
they attempt to make meaning of objects and events in their lives, (p. 299)
Bulletin boards and other instructional visuals inside the classrooms were often adult¬
generated images. The adult-generated images in the school overwhelmed children’s
artwork and in the end conveyed a message to students that this is what artwork should
look like. “Why is it not the work of the children, practicing and applying, in this case,
repetition, rhythm, counting, identifying, printmaking, et al.?” (Gaither, 1998, p. 298).
For Gaither (1998) the questions were “for whom is the decoration intended to be
‘special’ for and for what purpose must bulletin boards, walls, and doors show
commercial images in a facility that purports to provide an enriched environment for
children to learn” (p. 298)?
Anxiety and Self-Concept
The fourth theme, Fear of the Water, described a crisis of confidence and
anxieties in teaching and making art. The research has been established that tells us that
generalist pre-service and in-service teachers are apprehensive and anxious about making
art and teaching art (Galbraith, 1991; Smith-Shank, 1992, 1993; Miraglia 2004).
Galbraith (1991) and Smith-Shank (1992, 1993, 1995) found that pre-service teachers
approach the thought of engaging in an art activity with much trepidation and fear that
can turn to frustration and avoidance. Classroom teacher participants in this study were
found to have anxieties concerning the making and teaching of art ranging from high to
moderate.
Self-concept played a role in these anxieties. In this case study, teachers who
considered themselves artistic were more likely to use art in the classroom. Conversely,
teachers who did not see themselves as artistic did not use art in the classroom in any
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consistent way and were least likely to understand the value of art in the school
curriculum. Participants who were highly anxious either avoided using art or found ways
in which to compensate for their lack of abilities. There seems to be a link with teachers
who consider themselves artistic with their willingness to use art materials and concepts
in their classrooms. Oreck’s (2004) study investigated teachers’ attitudes and practices as
related to factors that supported or inhibited the use of art in the classroom and found that
“the attitude components, particularly those related to self-image and self-efficacy, had
the strongest relationship to frequency of arts use in teaching” (Oreck, 2004, p. 65).
Professional development in art may help promote confidence to try new ideas in the
classroom or help students in an instructive way rather than just assuming that students
will figure it out on their own. “If artistic attitudes and self-confidence-rather than artsrich backgrounds or previously develop sets of skills—are critical elements for arts use in
teaching, then professional development can make a difference in promoting artsinclusive pedagogy” (Oreck, 2004, p.65).
Teachers, because of their perceived inabilities and lack of professional
development in an arts-inclusive pedagogy, may be participating in the perpetuation of a
cycle that eventually results in a crisis of confidence for their students. “Lowenfeld
ascribed this to a waning of interest, the result of a crisis of confidence where the
individual’s critical awareness of his or her limited capabilities discouraged further
participation in art making” (Efland, 2002, p. 37). Avoidance in making art or teaching
was sometimes a result of high anxiety levels and a crisis of confidence. Anxiety may
have some negative consequences that “include discomfort and counterproductive
striving, often in the form of fear and avoidance of the unpleasant” (Seiber, O’Neil, and
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Tobias, 1977, p. 12). In the end Seiber et al. (1977) tells us that “the highly anxious
person is one who attends to evaluative cues, to self-generate concern about ability to do
well” (p. 25).
Avoidance is a negative outcome of anxiety in any subject as well as art.
Development in art then becomes reserved for those who pursue a career, an absurd
outcome if we consider that we might educate students only in subjects that directly relate
to their career choices.
Traditionally, this loss of artistry is dismissed as the loss of a facility that really
only needs to be developed by the minority, those of us who will go on to become
professional artists. How bleak for our educational system if we were to embrace
that approach across disciplines and only teach writing to those who become
professional writers or math to those who will become mathematicians. (Davis,
1997, pp. 54-55).
Administration
The fifth theme. Unable to Take the Plunge, described a knowledgeable
principal’s sympathies with teaching art in the curriculum but she preserved the status
quo. The principal in this study considered herself atypical of most principals because of
her education in the arts and her continued activities as a watercolorist and a violinist.
Luehrman’s (2002) study of principals found that the majority of principals had very few
“stand-out art experiences” in their home climates but for the few who did, it made a
positive difference in their attitudes toward art education. Jill had been an artistic child
and had instruction and exposure starting in early childhood. She was a principal who
had “stand-out experiences” and she had a positive attitude toward art in the curriculum
but it still did not make a large difference in this school. Jill believed she operated within
an existing structure that all schools in the district followed and she stopped short of
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taking action or making any major changes in the existing structure concerning the use of
art in her school.
Principals in Luehrman’s study were mainly positive in their attitudes toward art
education too but Luehrman conceded that their attitudes needed to be “corroborated by
action on the part of the principal” (2002, p. 210). Jill’s actions in establishing an artinclusive learning environment were not influential, persuasive, or powerful enough. She
was still unable or unwilling to make a case for an art curriculum that all teachers were
participating in school-wide. Principals may believe that they act in the best interest of
all their constituencies and feel that they are supportive of their art programs (Luehrman,
2002; Miller, 1980) but their actions toward supporting the art curriculum are more
important. Administration sets the standard for what is important to teach. Principals do
have influence on their decisions about the art programs within their buildings
(Luehrman, 2002). The structure of the art program was perceived by Jill to be in the
hands of the Director of Arts, which was not wholly correct. The Director of the Arts
Department was operating under the same pressures and constraints as the principals
were and, as Jill revealed, art was not a priority within the school district. It seemed to be
an administrative cycle of academic priorities and over testing, resulting from national
policies demanding accountability.
In the end, Jill’s support, experience, and advocacy in art did not seem to be
enough. Other pressures were affecting her ability to implement a more art-inclusive
pedagogy in her school and it may have been out of her control. The state MCAS test
was a huge undertaking and responsibility for Jill to oversee, organize, and package for
scoring. A rather small and inadequate operating budget for the entire building was given
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to her to manage from the district. She did not have the last say as to teachers hired and
assigned to her building. In schools where integration is truly operating, it is usually an
administrator that coordinates the implementation. They hire faculty who would be
familiar and comfortable with an integrated approach and designate time for planning and
collaboration. In this district, the responsibility of scheduling, hires, and direction of
resources fell to the superintendent.
Jill admitted that sometimes it takes someone to come into the school and shine a
light on the big picture to see things more clearly. By my presence, Jill had an
opportunity to reflect on the use of art in her school building. Jill felt that teachers were
not implementing art as much as they could, as revealed in her earlier comment that
teachers had no control over what they taught but more control over how they teach. Jill
left the decision to individual teachers’ preferences whether to employ an art-inclusive
pedagogy or not, reiterating Oreck’s (2004) statement that teachers have more control
over how they implement the curriculum than they believe they have. It becomes a
matter of administrative support in the continuing education and development of teachers
toward a more child-centered approach to teaching that requires a different pace in the
classroom (Orek, 2004). A district would need the entire administrative leadership to
work in unison in order for an art-inclusive curriculum to be successful.
The Role of the Art Teacher
The sixth theme. Drowning in Responsibilities, described the art teacher’s
overwhelming demands on her time. Chapman (2005) found that conditions for teaching
art are less than adequate for 42% of art teachers across the United States. In the building
in my study, the ratio of classroom teachers on average was 18 to one as compared with
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Marie who saw 450 students in this one school, plus the number of students she taught in
her second school. “A typical specialist meets 555 students a week, 5 classes a day, and
22 classes in a week” (Chapman, 2005, p. 125). Given these logistical issues, how could
any art teacher act as the expert in the building? Rather than utilizing Marie’s expertise
to strengthen the art program for all the members of the school community, the school
district set the task for her to manage large numbers of students in their buildings during
teachers’ preparation periods.
Marie’s schedule isolated her and placed her in two schools. Her schedule split
her allegiances and she could not devote herself entirely to one school. School structures
often isolate art teachers from the rest of the faculty, and this isolation is the most
common complaint among art teachers (Dunn, 1995). Marie had her own art room in this
school but 36% of other elementary art teachers still travel from classroom to classroom
or teach in alternative spaces such as gymnasiums and cafeterias (Chapman, 2005).
While teaching art in an art room has many advantages, ironically, it might be
contributing to an isolation of the art teacher from the rest of the faculty. An itinerant art
teacher who travels in and out of classrooms may take the opportunity, albeit short, to
consult and collaborate with the classroom teacher. This may be the most effective way
to consult with classroom teachers; however, these brief opportunities were lost in this
case when classroom teachers sent students to the art room with teacher’s aides. Due to
union rules, Marie was not obligated to attend faculty meetings and other school events
as she technically did not belong to any one school. An art teacher could come and go
between buildings and never attend faculty meetings or planning sessions. Because of
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the art specialist’s rigorous schedule, they may be relegated to the status of “significant
other” (Mittler, 1974 p.10).
Teachers in this study did not see the art teacher for weeks unless they specifically
sought each other out. This isolation contributed to an inability to collaborate with other
teachers. Chapman, (2005) concurs that many art teachers find collaboration difficult
given the time constraints, scheduling, demands of organizing and preparing large
amounts of materials, assessment of students’ work, and the lack of support art teachers
might receive from classroom teachers. Marie’s teaching schedule coincided with
teachers’ preparation periods. She knew that teachers’ preparation periods “come first”
as a priority before the art schedule. These scheduling difficulties did not allow for
planning time and real collaborations between teachers. Because she taught in two
schools, Marie was not assigned to any one building but to an administration building.
Chapman (2005) explains that these conditions “handicap specialists’ ability to shape
arts-based reforms, plan interdisciplinary units, or integrate art and other subjects”

(p. 129).
There was no structure within this school or district to allow for teachers to
consult or collaborate with the art teacher and resulted in the parallel teaching of core
subject content with related art activities. This was termed “integration” in this school
but without considerable collaboration of teachers and team teaching this could not be
considered true integration but correlation (Jacobs, 1989). Integration is the
responsibility of administrators, classroom teachers, and the art teacher. In this study, the
responsibility of this parallel teaching method, or correlation, fell mostly on the art
teacher as it often does. Marie admitted that before she was at this school “integration”

168

was not a common practice. Marie made a point of integrating academic standards with
her art curriculum, but classroom teachers never integrated art standards with their
curriculum, particularly since they had never read the art standards.
Integrating art with the core curriculum, instructing 450 plus students in two
school buildings, and displaying students’ artwork were the major responsibilities of the
art teacher. As in this case study, many art teachers often assume responsibility to
display children’s art work in the corridors and classrooms. A large amount of children’s
art work displayed in classrooms was generated in the art room and the principal and
classroom teachers were pleased with the outcome. Art teachers in Gaither’s study
(1998) “saw their major role as implementing art instruction with consideration given to
the outcome that would please the parents and classroom teachers” (p.272).
Miller (1980) points out that many art teachers frequently perceive their programs
as not having the same value or importance with other school programs, and frequently
assign blame for the lack of support to school administrators. Even with all the logistical
difficulties and responsibilities, Marie still felt supported by the teachers and her
principal in this school and blamed the district’s administration for the marginalization of
the art curriculum. Thompson (1997) found that both classroom teachers and art teachers
may teach art, but they come from different understandings and experiences and may
approach the teaching of art for different reasons. Classroom teacher participants
believed that the use of art enhanced the study of academic subjects. Marie was often
responsible for initiating the integration of subjects as well as connecting academic
standards to the art standards. However, Marie claimed her main objective in her art
curriculum was to appreciate every child as an individual artist and to provide different
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experiences for her students to explore and problem-solve through the use of art
materials. Like her classroom colleagues, she was concerned with building students’
confidence, but she designed her program to build self-esteem by giving students the
tools and instruction they needed in order to communicate their ideas, and create without
fear of being criticized. Cohen-Evron (2002) corroborates that an art teacher’s ideals
may not match with the school’s agendas and values. In this school, the subjects that
were included in the MCAS or state test, math and language arts, were valued most. A
dissonance existed between Marie’s values and the school districts’ values. Marie
seemed resigned to this situation; she admitted that as an art teacher “you’re always in the
back seat.”
Implications for Classroom Teachers, Art Teachers, and Administrators
Classroom teacher participants’ conception of art was not wholly incorrect but it
was incomplete, and not fully realized or developed. Their understanding and
implementation of art was skimming the surface, providing little depth, meaning, or
students’ voice through art making. Teachers equated this kind of approach to “hands-on
work” which Chapman (2005) decries as demeaning to the higher-order thinking
processes of art. Chapman describes this higher-order thinking process as entailing
“multi-tasking, in a mindful imaginative flow that produces meaningful order from many
qualitative variables. These variables are not fully known in advance, nor are they the
same from beginning to end. No statewide standardized test captures this complexity”
(Chapman, 2005, p. 70). A plunge into the depth of art-knowing would require the
understanding and valuing of art as a way of thinking and knowing-an aesthetic way of
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knowing. This aesthetic way of knowing requires an “art-centered” approach to teaching
(Chapman, 2005).
When introduced with care, projects can set in motion intense learning. This
learning is tactile, kinesthetic, visual, spatial, affective, and cognitive-all at once.
There’s always a lot of procedural reasoning too, judging what you just did,
imagining what to do next. Some decisions are easy and some are not.
(Chapman, 2005, p. 70).
Ten Lessons the Arts Teach
Once a student has acquired information and facts about a subject or topic, we
should ask what they will do with that information. The elements and principles of
design and the content of art history is the knowledge-base or foundation of visual art.
However, knowing how a color is mixed or recognizing an artist is not enough. What a
student does with that information becomes important. Application, adaptation, and
synthesis of artistic concepts utilize higher-order thinking processes and are the
objectives of any well conceived art curriculum. Art educator Elliot Eisner (2002, 2005)
stated that visual art develops cognitive processes. The development of this type of
thinking emphasizes why it is important to include in the school curriculum. Eisner tells
us that art can be used to teach ten lessons and thereby we can know in ten different
ways.
1. The arts teach children to make good judgments about qualitative relationships;
2. The arts teach children that problems can have more than one solution and that
questions can have more than one answer;
3. The arts celebrate multiple perspectives;
4. The arts teach children that in complex forms of problem solving purposes are
seldom fixed;
5. The arts make vivid the fact that neither words in their literal form nor numbers
exhaust what we can know;
6. The arts teach students that small difference can have large effects;
7. The arts teach students to think through and within a material;
8. The arts help children learn to say what cannot be said;
9. The arts enable us to have experiences we can have from no other source; and
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10. The arts’ position in the school curriculum symbolizes to the young what adults
believe is important. (Eisner, 2005, pp. 66-67)
Art can be translated and implemented in a more developed way if we take into
account Eisner’s lessons and Laura Chapman’s view of art in the school curriculum (see
Figure 3). Figure 3 illustrates a conceptual model of art from an art education point of
view rather than classroom teachers’ point of view. Just as we can know the world
mathematically or scientifically, art in the school curriculum provides students with an
aesthetic way of knowing. Art is a way to communicate through expression and
perception by making representations and meaning, and by creating. It is a way to make
qualitative judgments by generating ideas, making decisions and having choices. It is a
way of knowing what culture is by celebrating multiple perspectives, developing selfknowledge, and knowing what is valued. Art is an experiential way of knowing and
learning through kinesthetic, affective, and spatial modes that include process,
exploration, and discovery. And lastly, art is a route to higher-order thinking through and
within materials, problem-solving, finding multiple solutions, and by creating metaphors
and theories.
The Need for Professional Development in Art
In-service teachers’ conceptions of art in the school curriculum and how these
conceptions were manifested in practice became important questions because we cannot
assume that pre-service teachers will begin to use art in the school curriculum, when they
become classroom teachers, as a result of exposure to one semester of an art methods
course. If pre-service education was inadequate in preparing generalists to use art in the
classroom, then continued professional development would help to advance an “artsinclusive pedagogy” (Oreck, 2004, p.65). However, for participants in this study there
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Figure 3. Conceptions of Art Derived from E. Eisner and L. Chapman definitions of art, NAEA Keynote Addresses, 2005

was scant or no professional development during their in-service careers to inform
teachers in the use of art methods and materials. Teachers had a sense that they would
not be able to integrate art methods on their own and felt that they would require more
support from the administration in the way of planning and instruction.
I think there’s a lot of ways it could work in, but someone has to do it. Someone
would have to plan it out. You couldn’t just say to me or any of us, even someone
who is knowledgeable in art and loves it and enjoys art, you know, you couldn’t
just say, “oh excuse me, you just take care of that, you make sure all of your
lesson plans include art.” Wait a minute, how am I going to do this when I have
everything else I have to do? I don’t have time to be talking about that. Right?
And that’s the problem~we don’t have support. (Kim)
Classroom teachers felt unable to design their curriculum in a constructivist or
experiential way, citing a lack of time in the school day because of rigid curriculum
requirements and schedules. Teachers complained of demands placed on time as a result
of preparing students to take standardized tests and the time that was consumed to
actually administer these tests. Oreck (2004) tells us that teachers may have more
freedom to be innovative than they believe, even withstanding state and national
curricular pressures, and maintains that art requires a different style of pacing and timing
to teaching that is counter to the more didactic teacher-directed methods. “I think it’s sad
right now in our education system there is so much of an emphasis on assessment and
performance that something like art, music—it’s taken a back seat.... And now we say
there is no time” (Charlie).
Educational and Curricular Implications
Education is highly politicized by the government at both the state and national
levels and it is a reflection of our times. As a result of state and national pressures and a
cultural value system, there exists an excessive amount of testing, standardized curricula,
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and the devaluing of art in our schools. How can you value something that is not valued
in the greater society, or in education? A national poll surveyed a sample of 1,068
Americans, ages 18 and over, including a sample of 152 K-12 parents (“Results of Arts
Integration,” 2006, p. 3). Thirty-five percent of those polled felt that art would take away
too much time from the core curriculum and only 22% said that arts integration is
valuable because it inspires creativity. “The arts exemplify the conflict between active,
open-ended constructivist approaches and prescribed, narrowly defined objectives of a
test-based educational culture described by Dewey 80 years ago” (Oreck, 2004, p. 67).
While teachers in this study valued art, these values collided with the lack of art
knowledge and support embedded in the school structure. “A teacher may feel that the
arts are enjoyable and recognize potential cognitive and social benefits for students but
still be unconvinced that learning and enjoyment in the arts is a judicious use of time”
(Oreck, 2004, p. 57). Each participant interviewed in this study upheld the view that art
was a valuable subject to be included in the school curriculum. Regardless of
participants’ opinions about art, it was not a core part of the curriculum in this school. As
Jill admitted “it’s an afterthought.”
By conducting this study, I hoped to illuminate the need for more pre-service
education in the arts and continued professional development by classroom teachers. My
concern was not to convert classroom teachers into art teachers but to enlist better
prepared teaching partners that understand how to implement art and, as a result, carry on
an art-inclusive curriculum throughout the day and week. “The general aims are to
increase teachers’ understanding and efficacy in using the arts as part of an expanded
repertoire of teaching techniques and to promote active, creative, teaching and learning”
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(Greek, 2004, p. 55). Students may then have an opportunity to become active in an
aesthetic way of knowing and learning throughout their day-not just in a 45 minute art
class once a week. Another concern was to prepare art teachers to become more effective
partners with classroom teachers by understanding their dilemmas.
Curricular Pressures at the State and National Levels
Testing and more testing was a complaint that ran throughout all the interviews as
teachers tried to explain why they felt so pressured for time and resources. Teachers felt
overwhelmed. The monetary cost of administering and scoring standardized tests, time
spent on testing students, and teachers’ and administrators’ meetings devoted to
discussions centering around improving test scores were all devouring precious resources
of time and money. In this study, the School Improvement Plan was focused on the goal
of students attaining higher test scores. There are many ways that the school could be
improved, including providing a more art-based curriculum. “Our federal officials seem
to believe that youngsters will be more intelligent, creative, wise, caring, and eager to
learn if we test them ‘til they drop” (Chapman, p. 69).
The No Child Left Behind Act (NCLB) of 2001 focused on accountability and
high standards through state, annual, and academic assessment toward the aim of
improvement in literacy, math, science, technology, student safety, and teacher quality.
The NCLB act intends to reward schools that can demonstrate improvements in these
areas through the Achievement in Education state bonus fund and, as a consequence,
withhold state funding from those schools that do not. No one would disagree that these
are laudable goals, but rewards for improvement in arts education was not included in
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NCLB. Chapman points out that while the arts were included in NCLB as a core subject,
“the law does little to support education in the arts” (2005, p.l 18).
Value of Art in the School Curriculum. The inclusion of the arts in NCLB
amounts to “lip service” (Chapman, 2005, p. 133). Art is competing with the mandates
of NCLB that uses up schools’ resources of time, place in the school schedule, and
budget. At this point, “the arts have been so neglected that they must now be integrated
back into the curriculum” (Chapman, 2005, p. 133). There is no value of the arts
demonstrated in NCLB and as the nation’s policies go, so shall the state follow.
“Nothing in NCLB supports teaching from critically informed, progressive, or
constructivist perspectives” (Chapman, 2005, p. 134).
While art was not cut from the school program, art was marginalized as a result of
curricular pressures in this school. The school curriculum had become extremely test
driven. Too much time was devoted to testing and not enough was reserved for learning.
“You know it’s not a priority. You don’t hear people worried about art, you don’t hear
people talking about art, you just don’t talk about it.1 felt it [MCAS] sent a
message” (Sunny). The message sent was that art was not a priority. Visual art, as well
as music and languages, have become the “atrophied curriculum” or “lost” curriculum
(Chapman, 2005, p. 135). I return to my question: How can you value something that is
not valued in the greater society, or in education?
Limitations
A case study’s sample size is small and can not be generalized, providing only a
snapshot. However, an “album” or collection of case studies can be and should be
developed in order to help us understand the culture of teaching art in our schools.
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Participants in this study who volunteered were likely to use art. “People you’re
interviewing are probably the more positive people. [If] The positive people are feeling
like this, imagine how the other people are feeling” (Kim). It would have been
interesting to interview and observe the teachers in the entire school. I suspect that there
were teachers less inclined toward realizing the value of including art in the curriculum.
“Oh, they won’t do it. They’d just smile. They’d just smile like that. A lot of smiling
going on” (Kim). However, there was no way to capture that data without their consent.
Concerns
This case study was not intended to be a snapshot of frustration and woe. I
encountered a group of participants willing to be interviewed. I saw teachers who were
dedicated and hard-working. I understood that teachers who participated in this study
valued all areas of education, including art. However, their actions did not always reflect
their value about art.
I wanted to investigate a school that was known to have difficulties including art
as part of the core curriculum. Instead, this school was recommended to me by the
district’s director of art as an exemplary or model school using art. I decided to study this
school anyway in the belief that I would find a typical urban elementary school and
because I had access. The question that still remained in my mind was—why did the art
director consider this school exemplary? Perhaps it was because she knew the principal
had a more than average education in art and participated in art activities herself. Indeed,
the principal was known to teach summer art classes to students, and paint with
watercolors, she was formerly the president of an art association, and she played the
violin. Perhaps the director of art believed the art teacher to be exemplary. She was a
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veteran art teacher having taught for 32 years. She was kind, hard-working, dedicated,
and made sure that children’s artwork was always displayed in the school. Nevertheless,
contrary to the director of art’s opinion of the school, I did not find this school to be a
model for including art in the curriculum.
I investigated classroom teachers’ conceptions of art that grew out of my concern
for a better partnership in teaching art. The responsibility to teach art in this school
should have been a shared one and it was not. I found that the principal in this study was
preoccupied with state testing and the implementation of the so-called “academic”
subjects as mandated by the state standards. It is still my belief that the principal sets the
tone for the school and conveys priorities in the curriculum that include all subjects, not
some subjects over others. Principals can become better advocates for art by
communicating to their superintendents the need for art-rich pedagogy. The principal
and teachers in this study had become complacent about the use of art in the school
curriculum, relying heavily on the art teacher to implement most of the integration. I
agree that the art teacher has the largest role to play in implementing the art curriculum
but when one considers that an art teacher sees students for less than 40 hours over a year
(that amounts to six days out of the school year), then classroom teachers will need to
find art-inclusive strategies in their own practices so that students are provided with a
quality education.
The teachers and principal in this study could have been influenced by the art
teacher in their understandings of art in the curriculum. They looked to the art teacher as
the expert in teaching art, as they should have. Teacher participants made it clear that
they admired what this art teacher did in this building. The result of the art teachers’
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teaching was a very teacher-directed approach with an emphasis on product rather than
process. While the art teacher claimed that she valued student choice in her curriculum,
the children’s artworks had a quality to them that were the same, resembling not only
each other’s work but the teacher’s example or “look-alike end products’’ (Gaither, 1998,
p. 159). “Student-generated visual images with adult ideas are images that have been
produced by the hand of the child’’ (p. 159). If the art teacher is not progressive in her
approach to teaching art, chances are that, classroom teachers will not be progressive in
their teaching and understanding of art either.
The art teacher in any building is responsible for educating everyone in the
school, (teachers, administration, students, and parents) about what is valuable in an art
curriculum and what children are really learning in a vital art curriculum. “Art teachers
are not just teaching their students, but also indirectly educating colleagues and
community members through the level of their own personal commitments to art and the
quality and presence of their art program” (Luerhman, 2002). The role of an art teacher
not only should include instructing students but guiding classroom teachers in their
understandings and implementations of an art-rich curriculum just as a reading specialist
may work in collaboration with teachers to strengthen the reading program. Is the role of
the art teacher vital if classroom teachers include art in their pedagogy? The answer is an
emphatic “yes”.
Future investigations should include a comparison of exemplary or model art
programs with programs that are more common or run of the mill. These studies should
examine the difference between the faculties’ conceptions of art, the districts’ structures
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that either strongly promote or merely provide art, art teachers’ approaches to teaching
art, and the principals’ leadership in promoting the arts in their schools.
Recommendations
By conducting this study, I wanted to define the gaps in classroom teachers’
knowledge of art and to understand classroom teachers’ conceptions of art, and anxieties
associated with the making and teaching of art, as they pertained to how those
conceptions affected the implementation of art in the school curriculum. This knowledge
was intended to inform and strengthen pre-service teacher preparation programs for both
art educators and generalist educators, to inform and strengthen the practice of art by inservice teachers, to make a case for meaningful professional development in the visual
arts for generalist teachers, and to help prepare generalist teachers and art teachers to
enter into and continue in a partnership that supports the teaching of art in the elementary
school curricula.
The results of this study were consistent with the literature on teachers’
knowledge of art and their artistic self-conception. However, this study found that
classroom teachers have a surface understanding of the value of teaching art and how it
operates in the school curriculum. I demonstrated these conceptions by developing a
conceptual model of their understanding. This study also disclosed a connection with
artistic self-concept and anxieties in making and teaching art.
The following is a list of recommendations that administrators, classroom
teachers, and art teachers can consider in the development of a collegial partnership and a
healthy school environment rich in learning in and through visual art.
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1. Art teachers can provide a definition of art in the school curriculum to classroom
teachers (see Eisner’s 10 Lessons the Arts teach).
2. Art teachers can model how art can be taught by using a progressive or constructivist
approach.
a.

Make assignments more open-ended and less teacher-directed.

b.

Present a lesson as a question or problem to solve.

c.

Provide more choice in subject, interpretation, and use of materials for
students.

3. Administrators and art teachers can set up a direct and organized way to communicate
about issues of curriculum (i.e. a questionnaires, newsletters, memos).
4. Administrators and art teachers can decide how and when to meet on a regular basis
and plan with classroom teachers.
5. Art teachers can invite classroom teachers to move the faculty meetings to the art room
so that they have a chance to linger and see.
6. Administrators and art teachers can provide the art standards for classroom teachers.
7. Art teachers need to provide clarity as to the purposes for art activities—share your
objectives with students and teachers.
8. Art teachers can provide brief explanations of learning activities on bulletin boards.
9. Art teachers can provide some theory (i.e. development in the visual arts) for
classroom teachers.
10. Art teachers can provide ways that classroom teachers can evaluate students in art.
11. Administrators and art teachers can provide professional development for classroom
teachers in art connected to core subjects.
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12. Administrators must provide the mechanisms and support for art integration.
Conclusion
The results of this study indicated the complexities of a system that conspires
against the optimal implementation of art in the school curriculum. Conflicting
definitions of art in the school curriculum, state and national standards and policies that
were at odds with the experiential nature of art, high stakes testing that focused only on
mathematical, logical, sequential, and verbal ways of knowing, school district structures
that favored only certain subjects, and inadequate preparation for classroom teachers in
art were part of a larger picture of why art was marginalized in this school.
While my recommendations start with advising the principal and the art teacher to
take steps toward developing a partnership, it is the responsibility of every educator in the
school district for the visual literacy and education of each student. However, the results
of this study showed that classroom teachers, in this case, were not prepared to do so.
Pre-service education for classroom teachers and continuing ongoing professional
development during in-service years must be addressed with attention paid to attitudes,
anxieties, and knowledge base in art. Changes in educational priorities and policies will
take extraordinary leadership on the state and national level and, as educators, we must
become more proactive. To remain silent, to become overwhelmed, is to capitulate to a
positivistic, academic climate and to misconceptions of what art should be in the school
curriculum.
As the art expert in the building, an art teacher must work with administration to
make sure that learning in art remains vital, meaningful, and successful. They are not
only the experts but the art advocates, campaigning for art whenever possible, providing
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art education for students, parents, and colleagues, and assuring that the results of a
healthy art program-children’s authentic work-is always visible. An art teacher cannot
champion the art program alone; as such, her “task would be far more formidable than
that of a classroom teacher engaged in a similar endeavor” (Mittler, 1974, p. 10). An art
teacher can be, and should be, a member of a team of teachers that contributes to learning
outcomes in a school. Superintendents, principals, and art directors need to support and
insure that art teachers are partners in an educational alliance that is devoted to school
improvement because “at this time, the expertise of a specialist is largely untapped in the
quest for this kind of school improvement” (Chapman, 2005, p. 133).
I offer these recommendations because “You and I know that life offers, and
requires more than can be measured by standardized tests” (Chapman, 2005, p. 6). Just
as we can know the world mathematically or verbally we can also know it visually.
Every educator must become aware of the impact they may have on student learning by
utilizing all available strategies that include art as an aesthetic way of knowing and
exploring the world. If we do not provide students with visual learning opportunities
then we are not providing a complete education for our students. What students
experience in the classroom today will have a big and lasting impact on how they view
art in the future. Working together, all the partners in a school community—teachers and
administrators—can make that a positive experience.
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APPENDIX A
PARTICIPANT CONSENT FORMS

Informed Consent for the Participant
Elementary Art Teachers’ Conception of Art: A Case Study
Researcher: Kathy Miraglia:
I am a faculty member in the Art Education Department at the University of
Massachusetts Dartmouth and a doctoral student at the University of Massachusetts
Amherst in the Teacher Education and School Improvement Program. I have become
interested in how teachers conceptualize art in the school curriculum in order to educate
and prepare preservice art teachers to work in partnership with the total school
community.
I am going to gather three types of data. 1) I will make observations of how you
use art in the curriculum, 2) I will interview you in order to acquire a more in-depth
understanding of teachers’ conceptions of art in the curriculum, and 3) I will collect
documents that may include student art work, student papers that may be decorated with
images, curriculum guides, lesson plans, and other printed materials that may be pertinent.
The interviews will be tape-recorded and then transcribed. Your interview, responses,
and observations will remain anonymous. There are no health, psychological, or career
risks involved. This study is not an evaluation of your teaching skills.
To fully service and instruct art education majors, instructors need to understand
how art is utilized and conceptualized in the total school and learning community. The
potential benefits to the participants will be the understanding that, by this study, art
instructors may better instruct their students and work with classroom teachers. You
should be aware that this study is for the purposes of doctoral course work, and that
theory resulting from this small study may be published, or included in presentations (no
original names will be included, only pseudonyms).
Participation is entirely voluntary and you are free to withdraw from the study at
anytime without prejudice. You will have the right to review materials of the study
pertaining to your personal responses and a summary of the findings will be made
available to you upon request.
To participate in this study please sign below on the two copies of this consent
form provided, retain one copy for your files, and return the other to me. Your signature
indicates that you have read and understood the information provided in this form, a
willingness to participate, and your understanding that you may withdraw at anytime. If
you have any questions about this research project please feel free to contact me or call
my office (508-910-6936), kmiraglia@umassd.edu, and amiraglia@comcast.net.

I agree to participate in the interview (s) and/or observations .
Participant’s Signature_Date

Date

Investigator’s Signature
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February 21, 2005
Jean Staiti, Director
Arts Programs Fall River Public Schools

Dear Jean,
As you know, I am a faculty member and Director of the Master in Art Education
Program in the Art Education Department at the University of Massachusetts Dartmouth.
I am also working on my dissertation as a doctoral student at the University of
Massachusetts Amherst in the Teacher Education and School Improvement Program. My
research interests lies in how teachers conceptualize art in the school curriculum in order
to educate and prepare pre-service art teachers to work in partnership with the total
school community. To fully service and instruct art education majors, instructors need to
understand the entire school and learning community.
I am writing for your assistance in identifying a school that might be willing to
work with me in order to: 1) make observations of how art teachers and classroom
teachers use art in the curriculum, 2) interview art teachers and classroom teachers, as
well as the principal in order to acquire a more in-depth understanding of teachers’
conceptions of art in the curriculum, and 3) collect documents that may include student
art work, student papers that may be decorated with images, curriculum guides, lesson
plans, and other printed materials that may be pertinent. The interviews will be tape
recorded and then transcribed. The interviews, responses, and observations will remain
anonymous. There are no health, psychological, or career risks involved. This is not an
evaluation of teachers’ skills.
I would appreciate an introduction to an elementary school principal who might
be willing to work with me and allow the teachers in his/her building to work with me in
accomplishing my goal of improving the preparation of art teachers. Please contact me at
my office phone 508-910-6936, or email kmiraglia@umassd.edu. You can also reach me
at home 508-636-2839, and at my home email amiraglia@comcast.net.

Thank you for your help and assistance.

Sincerely,

Kathy Miragalia
Director of the Master in Art Education Program
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Dear Teachers,
I am a faculty member in the Art Education Department at the University of
Massachusetts Dartmouth and a doctoral student at the University of Massachusetts
Amherst in the Teacher Education School Improvement Program. Over the years I have
developed an interest in how teachers conceptualize art in the school curriculum in order
to educate and prepare pre-service art teachers to work in partnership with the entire
school community.
I consider this important work and I and requesting your help in this endeavor. You can
participate by volunteering to be interviewed and allow me to visit your classroom for
informal sit-ins. In return for your assistance and cooperation, I would like to present
you with a twenty dollar gift certificate to the Taunton Galleria Mall, to be spent any way
you wish, upon completion of the two one-hour interviews. I would be willing to provide
an art workshop to those participating teachers on the topic of integrating art or using art
materials in the classroom. These are small gestures to express my gratitude for your
participation in this study.
Please note that I am not using any data from this study to evaluate you or your teaching
methods. If you are willing to participate, please fill out the form below and give it to
your school secretary. I will then contact you. If you need any questions answered or
information clarified, please feel free to contact me at 508-910-6936 or email me at
kmiraglia@umassd.edu. Thank you for your time and consideration.

Sincerely,

Kathy Marzilli Miraglia
Director of the Master of Art Education Program,
University of Massachusetts Dartmouth

Name:_
Teaching Position: _^Grade Level
Home phone number:_-_-_
Cell phone number:_-_-_
Email:__
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APPENDIX B
INTERVIEW PROTOCOLS
Classroom Teacher’s Interview Protocol 2005
History
1. Tell me about your first memory of making something creative.
2. Was art made in your home ? Were you encouraged to participate ? What forms did it
take ?
3. Describe your elementary school art experience.
What kinds of art activities did you do? How did you feel about making art in elementary
school? Do you remember a favorite art project? Can you describe it? Do you remember
your art teacher and what were they like? Do you remember a time when you were
frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
4. Describe how it felt to make art as a child.
5. Describe your secondary school art experience.
What kinds of art activities did you do? How did you feel about making art in junior
high/high school? Do you remember a favorite art project? Can you describe it? Do you
remember your art teacher and what were they like? Do you remember a time when you
were frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
6. Did your college teacher-preparation program require you to take an art course? If so,
what did you think of the experience?
7. When was your last art class, course, or workshop? Do you ever attend professional
development workshops in art?
Knowledge Base
8. How knowledgeable did you consider yourself in the field of art?
Techniques? Art history? Crafts? Studio art?
9. How do you feel about contemporary art? Abstract art?
10. Name a contemporary artist?

11. Describe what you think a real artist is.
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What characteristics would this person have? Is there a difference between a person who
engages in crafts and a person who paints, draws, or sculpts? Can you describe or define
what a Sunday painter is?
12. What qualities does a person need to participate in art activities ?
Would these qualities or characteristics qualify them to be considered talented or gifted?
Why or why not? Do you think these characteristics occur naturally?
13. How important is art in people ’ s daily lives?
How important should art be? Who is art for? Why?
14. What is art?

15. What purpose or function do you think art has?
Can a culture or society function without art? Why or why not?
16. What are the elements and principles of Design?

How would you use or implement them?
17. Name the different kinds of lines. How is an implied line different from any other kind
of line? What is the difference between a contour line and an outline? What is a gesture
drawing? Cross-hatching? How do you depict form? Depth? Perspective?
!8. What is a negative shape? A positive shape?
19. How does an artist create emphasis in a composition?
20. What kinds of questions do artists typically explore?
21. Explain how an artist might create rhythm? Unity? Balance? Asymmetry? Harmony?
22. How would you teach a student about how to use visual symbols?
23. Identify and distinguish among three important art movements of the last half of the
20th century.
24. Name a pair of complementary colors? What are analogous colors? Tertiary colors?
25. What do you know about child development theory concerning visual and creative
development?

What are the visual stages that a child will progress through? Who is Lowenfeld? Rhoda
Kellogg? John Dewey? Parker? Susan Langer? Nelson Goodman?
26. Are you familiar with different approaches or streams in art?

What approach do you take in teaching art? What are the Expressionist, Recontructionist,
Scientific Rationalism, Reasoned Perception approaches.
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27. Are you familiar with State and National Standards in the arts?
Inclinations and Tendencies
28. Describe how you feel as an adult when asked to create art.
How have those experiences changed from being a child or adolescent?
29. How do you feel about being ask to draw a cat? Dog? Flower? A person?

How do you feel about your drawing skills?
30. Describe how you feel when verbalizing or talking about your art to others?
Would you feel comfortable talking to one person? A small group? A large group? Does
this affect your confidence?
31. Describe any artistic experience that may happen to you during your day.

32. What strategies might you employ in order to complete an art activity? Would you
prefer to finish in private? Get help from a friend? Call a teacher? Start over? Give up?
33. How often might you visit a gallery or museum? Describe that experience.
34. What kinds of artistic activities might you participate in?
35. Do you consider yourself artistic? Why or why not?

Teaching Art
36. How prepared do you feel you are to teach or integrate art?
37. How would you approach the inclusion of art in your own teaching practice? How
would you integrate art?
38. Describe a typical art activity you might use in your classroom?
39. Have you used the following techniques in your classroom and how do you employ
them? How often? Printmaking? Painting? Sculpture or 3-d construction? Collage?
Pastel?
40. What kinds of art materials and supplies have you used in your classroom?
41. What is the most important or essential component in creating a display in your
classroom? How often do you change the displays? What kids of materials do you use

in constructing a display?
42. How does art demonstrate multiculturalism and diversity?
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43. How does Howard Gardner's theory of Multiple Intelligences fit into your curriculum?
44. What relationship do you see yourself having with an art specialist?
45. Picture this: You are a classroom teacher. Your Superintendent announces program
cuts and the visual arts program is the first slated to be cut. Does it matter? How do you
feel? What will you do?

46. Describe the role you think art should have in education today.
Should art be required as part of the general education requirements? Why or why not?
47. How demanding do you think teaching art is compared with other subjects?
48. What kinds of skills do you think art promotes and develops?
(visual literacy, cognition and critical thinking skills, problem-solving, group processing)
49. What is the most important or essential component in creating a display in this school
building? How often would you want the displays changed? What kinds of materials do

you use in constructing a display?
50. Is there anything that you would like to add or discuss?

Principal’s Interview Protocol 2005
History
1. Tell me about your first memory of making something creative.
2. Was art made in your home ? Were you encouraged to participate ? What forms did it
take ?
3. Describe your elementary school art experience.
What kinds of art activities did you do? How did you feel about making art in elementary
school? Do you remember a favorite art project? Can you describe it? Do you remember
your art teacher and what were they like? Do you remember a time when you were
frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
4. Describe how it felt to make art as a child.
5. Describe your secondary school art experience.
What kinds of art activities did you do? How did you feel about making art in junior
high/high school? Do you remember a favorite art project? Can you describe it? Do you
remember your art teacher and what were they like? Do you remember a time when you
were frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
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6. Did your college teacher preparation program require you to take an art course? If so,
what did you think of the experience?
7. When was your last art class, course, or workshop? Do you ever attend professional
development workshops in art?
Knowledge Base
8. How knowledgeable did you consider yourself in the field of art?
Techniques? Art history? Crafts? Studio art?
9. How do you feel about contemporary art? Abstract art?
10. Name a contemporary artist?

11. Describe what you think a real artist is.
What characteristics would this person have? Is there a difference between a person who
engages in crafts and a person who paints, draws, or sculpts? Can you describe or define
what a Sunday painter is?
12. What qualities does a person need to participate in art activities ?
Would these qualities or characteristics qualify them to be considered talented or gifted?
Why or why not? Do you think these characteristics occur naturally?
13. How important is art in people ’ s daily lives?
How important should art be? Who is art for? Why?
14. What is art?

15. What purpose or function do you think art has?
Can a culture or society function without art? Why or why not?
16. What are the elements and principles of Design?

How would you use or implement them?
17. Name the different kinds of lines. How is an implied line different from any other kind
of line? What is the difference between a contour line and an outline? What is a gesture
drawing? Cross-hatching, How do you depict form? Depth? Perspective?
!8. What is a negative shape? A positive shape?
19. How does an artist create emphasis in a composition?
20. What kinds of questions do artists typically explore?
21. Explain how an artist might create rhythm? Unity? Balance? Asymmetry? Harmony?
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22. How would you teach a student about how to use visual symbols?
23. Identify and distinguish among three important art movements of the last half of the
20?h century.
24. Name a pair of complementary colors? What are analogous colors? Tertiary colors?
25. What do you know about child development theory concerning visual and creative
development?

What are the visual stages that a child will progress through? Who is Lowenfeld? Rhoda
Kellogg? John Dewey? Parker? Susan Langer? Nelson Goodman?
26. Are you familiar with different approaches or streams in art?

What approach do you take in teaching art? What are the Expressionist, Recontructionist,
Scientific Rationalism, Reasoned Perception approaches.
27. Are you familiar with State and National Standards in the arts?
Inclinations and Tendencies
28. Describe how you feel as an adult when asked to create art.
How have those experiences changed from being a child or adolescent?
29. How do you feel about being ask to draw a cat? Dog? Flower? A person?

How do you feel about your drawing skills?
30. Describe how you feel when verbalizing or talking about your art to others?
Would you feel comfortable talking to one person? A small group? A large group? Does
this affect your confidence?
*

31. Describe any artistic experience that may happen to you during your day.

32. What strategies might help you employ in order to complete an art activity? Would
you prefer to finish in private? Get help from a friend? Call a teacher? Start over? Give
up?
33. How often might you visit a gallery or museum? Describe that experience.
34. What kinds of artistic activities might you participate in?
35. Do you consider yourself artistic? Why or why not?
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Teaching and Administrating Art
36. How long have you been a principal? What did you do or teah before becoming a
principal?

37. How prepared do you feel you are to teach?
38. How demanding do you think teaching art is compared with other subjects?
39. Have you ever used the following techniques when you were teaching in your
classroom? How often? Printmaking? Painting? Sculpture or 3-d construction? Collage?
Pastel?
40. What kinds of art materials and supplies would you have used in your classroom?
41. Do you think art requires any special talents? How should an art program
accommodate a child who does not display exceptional talent?
42. What kinds of skills do you think art promotes and develops?
(visual literacy, cognition and critical thinking skills, problem-solving, group processing)
43. What do you want your students to know and learn by the end of 5 grade?
44. How do you feel about evaluating the art teacher? What criteria do you use?
45. How do you think students should be assessed in art?
46. What kinds of facilities and materials are needed for an effective art program?
(Room and space, classroom size, budget, texts, visual aides

47. How do you make decisions regarding the art curriculum?
How would you approach the inclusion of art in the school curriculum? How would you
integrate art? Does it make more sense for art to be taught as integrated into other
subjects or as a separate subject? How often should an art class meet? How should art
concepts be taught (an academic or project based). How do you see Standards Based
approach to curriculum fitting with the art curriculum?
48. How do you feel about the inclusion of art in MCAS or in standardized testing?
49. Describe an exemplary art activity?
50. What is the most important or essential component in creating a display in this school
building? How often would you want the displays changed? What kids of materials do

you use in constructing a display?
51. How does art demonstrate multiculturalism and diversity?
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52. How does Howard Gardner’s theory of Multiple Intelligences fit into your curriculum?
53. What relationship do you see yourself having with an art specialist? Do you think art
should be taught only by the art teacher? Do you think art teachers are necessary? Do
you believe that classroom teachers can teach art well instead?
54. How do you prioritize your budget concerning each subject and where does art fall
within that priority?
55. What kinds of professional development opportunities in the arts for all teachers are
provided?

56. Picture this: Your Superintendent announces program cuts and the visual arts
program is the first slated to be cut. Does it matter? How do you feel? What will you do?

57. Describe the role you think art should have in education today. What is its ultimate
purpose?Sho\i\<\ art be required as part of the general education requirements? Why or
why not? Should it be a requirement for graduation?
58. Is there anything that you would like to add or discuss?
Art Teacher’s Interview Protocol 2005
History
1. Tell me about your first memory of making something creative.
2. Was art made in your home ? Were you encouraged to participate ? What forms did it
take ?
3. Describe your elementary school art experience.
What kinds of art activities did you do? How did you feel about making art in elementary
school? Do you remember a favorite art project? Can you describe it? Do you remember
your art teacher and what were they like? Do you remember a time when you were
frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
4. Describe how it felt to make art as a child.
5. Describe your secondary school art experience.
What kinds of art activities did you do? How did you feel about making art in junior
high/ high school? Do you remember a favorite art project? Can you describe it? Do you
remember your art teacher and what were they like? Do you remember a time when you
were frustrated? Was art required or an elective? When did you stop participating in art
activities during your schooling? Why?
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6. What was your preparation in teaching art? How were you licensed in art? How
prepared do you feel you are to teach or integrate art? What did you think of the
experience?
7. When was your last art class, course, or workshop? Do you ever attend professional
development workshops in art?
Knowledge Base
8. How knowledgeable did you consider yourself in the field of art?
Techniques? Art history? Crafts? Studio art?
9. How do you feel about contemporary art? Abstract art?
10. Name a contemporary artist?

11. Describe what you think a real artist is.
What characteristics would this person have? Is there a difference between a person who
engages in crafts and a person who paints, draws, or sculpts? Can you describe or define
what a Sunday painter is?
12. What qualities does a person need to participate in art activities ?
Would these qualities or characteristics qualify them to be considered talented or gifted?
Why or why not? Do you think these characteristics occur naturally?
13. How important is art in people ’s daily lives?
How important should art be? Who is art for? Why?
14. What is art?

15. What purpose or function do you think art has?
Can a culture or society function without art? Why or why not?
16. What are the elements and principles of Design?

How would you use or implement them?
17. Name the different kinds of lines. How is an implied line different from any other kind
of line? What is the difference between a contour line and an outline? What is a gesture
drawing? Cross-hatching? How do you depict form? Depth? Perspective?
18. What is a negative shape? A positive shape?
19. How does an artist create emphasis in a composition?
20. What kinds of questions do artists typically explore?
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21. Explain how an artist might create rhythm? Unity? Balance? Asymmetry? Harmony?
22. How would you teach a student about how to use visual symbols?
23. Identify and distinguish among three important art movements of the last half of the
20th century.
24. Name a pair of complementary colors? What are analogous colors? Tertiary colors?
25. What do you know about child development theory concerning visual and creative
development?

What are the visual stages that a child will progress through? Who is Lowenfeld? Rhoda
Kellogg? John Dewey? Parker? Susan Langer? Nelson Goodman?
26. Are you familiar with different approaches or streams in art?

What approach do you take in teaching art? What are the Expressionist, Recontructionist,
Scientific Rationalism, Reasoned Perception approaches (Siegesmund, R. 1998).
27. Are you familiar with State and National Standards in the arts? In other subjects?
Do you have to display other subject area standards in your practice? Are you required to
know them as well?
Inclinations and Tendencies
28. Describe how you feel as an adult when asked to create art.
How have those experiences changed from being a child or adolescent?
29. How do you feel about being ask to draw a cat? Dog? Flower? A person?

How do you feel about your drawing skills?
31 Describe how you feel when verbalizing or talking about your art to others?
Would you feel comfortable talking to one person? A small group? A large group? Does
this affect your confidence?
32. Describe any artistic experience that may happen to you during your day.

33. What strategies might you employ in order to complete an art activity? Would you
prefer to finish in private? Get help from a friend? Call a teacher? Start over? Give up?
34. How often might you visit a gallery or museum? Describe that experience.
35. What kinds of artistic activities might you participate in?
36. Do you consider yourself artistic? Why or why not?
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Teaching Art
37. How would you approach the inclusion of art in your own teaching practice? How
would you integrate art?
38. Describe a typical art activity you might use in your classroom?
39. Have you used the following techniques in your classroom and how do you employ
them? How often? Printmaking? Painting? Sculpture or 3-d construction? Collage?
Pastel?
40. What kinds of art materials and supplies have you used in your classroom?
41. What is the most important or essential component in creating a display in your
classroom?
How often do you change the displays? What kinds of materials do you

use in constructing a display? Does anyone else in this building have input on your
displays?
42. How does art demonstrate multiculturalism and diversity?

43. How does Howard Gardner’s theory of Multiple Intelligences fit into your curriculum?
44. What relationship do you see yourself having with classroom teachers?
45. Picture this: You are an art teacher. Your Superintendent announces program cuts
and the visual arts program is the first slated to be cut. Does it matter? How do you feel?
What will you do?

46. Describe the role you think art should have in education today.
Should art be required as part of the general education requirements? Why or why not?
47. What happens when you call in sick to this building?
48. Is there anything that you would like to add or discuss?
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Artist Recognition List- Administered to all participants
Check the artist that are familiar to you or that you have heard of. If you can picture the
artist’s work, place a star by the name instead.__
Fra Angelico
Mondrian
Balthus
Bearden, Romare

Frankenthaler, Helen

Morisot, Berthe

Bonhuer, Rosa

Gaudi, Antonio

Munch

Bosch

Gauguin, Paul

Nevelson, Louise

Botticelli

Goldsworthy

O’Keeffe, Georgia

Braque

Grooms, Red

Oldenburg, Claes

Bruegel

Hiroshige

Paxton

Cassatt, Mary

Hockney, David

Perugino

Cezanne

Hokusai

Picasso

Chardin

Homer

Pissarro, Camille

Chicago, Judy

Kahlo, Frida

Pollock, Jackson

Constable

Klimt

Raphael

Dali, Salvatore

Kollwitz, Kathe

Rembrandt

Da Vinci

Krasner, Lee

Remington

Delacroix

Lawrence, Jacob

Renoir

Degas, Edgar

Lebrun, Marie

Rivera, Diego

Delacroix

Lichtenstein, Roy

Rodin

Della Francesco, Piero

Matisse

Rothko, Mark

Donatello

Michellangelo

Sargent

Durer

Millet

Schile, Egon

El Greco

Modigliani

Stella, Frank

Fish, Janet Turner

Stuart, Gilbert

Ucello

Tadema

Utamaro
Van Gogh, Vincent
Valesquez
Vermeer
Whistler
Wright, Frank Lloyd
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Comfort Scale - Administered to all participants
How do you feel about being ask to draw a cat? Dog? Flower? A person?

Please draw one. How do you feel about your drawing skills on a scale of one to five.
Cat
-•

1-

1
2
Least comfortable

3

4

5
Most Comfortable

3

4

5

Dog
ft-

-

.

...

1
2
Least comfortable

Most Comfortable

Flower
a

2
Least comfortable

4

3

\

5
Most Comfortable

Person
a

1
2
Least comfortable

4

3

5
Most Comfortable

Results of Comfort Scale

Comfort Level of Drawing

□ Person
■ Cat
□ Dog
□ Flower

1

2

3

4

low to high comfort
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APPENDIX C
VISUAL IMAGES OF AN ELEMENTARY SCHOOL

Student examples from the
art curriculum- Integration
with a Native American Unit
Grade 4

Student examples from the art curriculum
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Example of commercial
adult-generated images

Example of commercial
adult-generated images
Example of commercial adult-generated
images
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CAT.-MOUS6
To make these play
pecs you will need:
•plastic pantyhose “eggs
• play clay
•scissors
• colored paper
■ glue or tape

1. Glue some clay inside
the bottom halves
of two plastic eggs.
2. Cut out cat and
mouse eyes, ears,
noses, mouths,
whiskers, and tails
from colored paper.
3. due the features
onto the plastic eggs

Now watch your cat and mouse rock and roll!

Example of commercial
adult-generated images

Example of a teacher’s
art resource

Example of a teacher’s art resource

Example of a teacher’s art resource
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Example of a teacher’s art
resource

Example of student art work
generated from the art curriculum and
displayed in grade four homeroom

Example of student artwork generated
in the kindergarten classroom

Grade two classroom teacher’s example of
an art activity
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Grade two classroom teacher’s
example of an art activity

Grade two classroom teacher’s
example of a holiday art activity
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Student holiday artwork generated with the classroom teacher, grade five

Student holiday artwork generated
with the classroom teacher, grade
four

Student holiday artwork
generated with the classroom
teacher, grade four
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Classroom teacher’s holiday bulletin board. Kindergarten

■

Classroom teacher’s holiday bulletin board, Preschool
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■-!

Classroom teacher’s holiday bulletin board. Kindergarten

Classroom teacher's bulletin board
dedicated to math concepts

Example of student poster generated in
the classroom, grade four
Example of a student prop generated in
the classroom, grade five
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Example of students at work creating
props generated in the classroom, grade
five

Example of student poster generated
in the classroom, grade five

NAVAJO

fog.
c

a
,
’

Example of student poster generated
in the classroom, grade five
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Student “sketch to stretch”
journal page, grade 2

Student “sketch to stretch" journal
page, grade 2
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Student “sketch to stretch” journal page,
grade 2

Student “sketch to stretch”
journal page, grade 2

Student “sketch to stretch”
journal cover, grade 2
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APPENDIX D
ART KNOWLEDGE QUESTIONNAIRE AND VISUAL EXAMPLES
Art Knowledge: Please respond to the following art reproductions in terms of the
elements and principles of design, technique, and medium, etc. For each: What artist is
this? What area or art movement ?
Gatto, J., Porter, A., & Selleck, J. (2001). Exploring visual design: The elements and
principles. (3rd Ed.). Worcester, MA: Davis Publications.
Katter, E. & Stewart, M.G. (2001). Art a global pursuit. Worcester, MA: Davis
Publications.
1.

Marc Chagall, The Green Violinist 1923

What details of this painting are things you might see in real life? What features make
the scene look unreal?
2.

Picasso, Man With Violin, 1911

What figure do you see in this painting? What kind of colors are used? How does the
artist use shapes and space?
3.

Edward Hopper, Night Shadows, 1921

Do you know what process was used to create this image? How has the artist used line to
create light and dark areas?
4.

Van Gogh, Starry Night, 1889

Can you point to the foreground, middle ground and background in this painting? How
does the artist use color? How is texture used?
5.

Andy Goldsworthy, Ice sculptures, 1997

How do you think the artist has made these sculptures? Do you consider these sculptures
art? Why or why not?
6.

Stanton MacDonald-Wright, Conception Synchromy, 1914

Can you see the color wheel in this painting? Where do you see primary colors? Where
do you see secondary colors? Intermediate tertiary colors?
7. Picasso, Guernica, 1937
What message do you think the artist is trying to convey? What kind of colors does he
use and why?
8.

Kathe Kollwitz, Seed for Sowing Shall Not Be Ground, 1942

What message do you think the artist is trying to convey? What medium is used? How is
line used? What is done to unify the picture?
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9.

Michelangelo, Pieta, 1499

What overall shape does this sculpture make? How does it convey stability and calm?
10. Raphael, Marriage of the Virgin, 1504

How has the artist created the illusion of depth?
11. Christo and Jean-Claude, Wrapped Reichstag, 1995

How has the artist transformed this building? What is most striking about it? Why do
you think the artist has done this?
12. Roy Lichtenstein, Little Big Painting, 1965

What do you think the subject of this painting is? Do you think it worthy to be a subject
for a painting? What art movement is it?
13. George DeLaTour, Newborn Child, 1593

How has the artist used light in this painting?
14. New Guinea, Bark Cloth, 1926

What part of the world was this piece made in? How would you describe these creatures?
How does the use of lines help you describe the image?
15. Niklaus Troxler, South African Jazz, 1947

How does line communicate mood or emotion?
16. BenShahn, Empty Studio, 1969

Why is an outlining technique particulary appropriate for conveying the physical
characteristics of these objects?
17. Victor Vasarely, Sir-Ris, 1952

How does the artist make the painting seem to recede and advance?
18. Jose de Rivera, Construction, 1954
How does the artist use line?
19. Wayne Thiebaud, Candied Apples, 1920

How is rhythm used here? How is pattern used here?
20. Honore Fragonard, A Young Girl Reading, 1776

How does the artist use analogous colors?
21. Josef Albers, Homage to a Square, 1950’s

How many colors are used in this painting? How does the artist trick the eye?
22. Popayan, Bogata- Gold Pendant figure with headress 1000-1600 A. D

How do the negative areas in this figure form part of the design. Where was this made?
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23. Albrecht Durer, Young Hare, 1528

How does line describe texture?
24. Meret Oppenheim, Object Le dejeuner en fourrure or Fur-Covered Cup, Saucer
and Spoon, 1936

How does this artist use texture? Compare these two.
25. Helen Frankenthaler, Rock Pond, 1962

How has this artist created shape with the technique? How do you relate to this painting?
26. Faith Reingold, The Wedding Lover’s Quilt, 1930

What medium is this? What different patterns do you see? How are they organized?
27. Jacob Lawrence, The Library, 1960

How has the artist unified the negative areas in this painting?
28. Georgia O’Keeffe, The White Calico Flower, 1931

How has the artist used neutrals in this painting? How does the artist use composition for
emphasis?
29. Monet, Grains tack (Sunset), 1891

What time of day is this landscape? Warm and cool colors were used to paint this scene.
How might it be different if it were a different time of day?
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5. Andy
Goldsworthy
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13. George DeLaTour
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APPENDIX E
CODE BOOK
Use of art in the
classroom or
curriculum by
classroom teachers

(subject oriented art)
SOA
Adult generated or directed
AG
Student generated SG
Art as Motivation Am
Group collaborations GC
Well rounded WR
Fine motor & sensory' FM
Art after school or summer AFS

Art as Therapy
AT
Art as play
Apl
Art as visual perception
AVP
Art as reward ARew
Art as interpretation Al
Open ended AOP
Art as Beauty AB
Art as choice making
Achoice
Art as Individualism .
AInd
Use of resources

Art as expression
AE
Art as product
AP
Art to build self-esteem,
confidence & accomplishment
AEC
Follow ing directions AFD
Art Marginalized AM
Eye. hand coordination AEHC
Lack of Exposure LXA
Creative Acreate
Imagination & Dreams AIM

(decorative art)
DA
Season or Holiday art HolA
Home or domestic art
HA
Appreciation AApre
Community Service ACS
Problem Solving APS
Art as fun AF
Extra curricular AX
Self-knowledge ASK
Art as life AL
Awamess A A ware
Fund raiser AFund
Art as exploration of
materials
AEM
Art as aesthetics
AA
Multicultural Art MA
Art as illustration
AILL
History AH
Visual Culture VC
Strategies AS

(art & cognition, critical
thinking, understanding)
AC
Art as process
AAP
Art development
AD
Skills &concepts AS
Art as intelligence MI
Art as a career AasC
Art as craft Acraft
Taking Risks TR
Spiritual A spirit

Classroom trade journals
RCTJ
Teacher’s manual TM

Team conferencing
TC
Travel to other building &/or
Logistics TB &L

Art trade journals
RATJ
Professional development
PD
Short budget
SB
Augmented BA
In passing
IP
Not part of the faculty NPF
Overwhelmed ATO

Solely the responsibility
of the art teacher to
connect w ith the
classroom teacher (ART
TEACHER’S
RESPONSIBILITY)
ATR
Art / other Subjects
I ntegration/logistics
Curriculum

Who should teach art? Teacher
with art teacher mostly art teacher
Tw/AT-mAT
mostly classroom teacher
Tw/AT mCT
Every one or any one EA

Neutral toward art teacher
NTAT
Respects RTAT
Dislikes DTAT
Structured ARS
Expressive ATE

COORDINATED
1C
WOULD NEED SOME
SUPPORT VVNS

No Freedom in
curriculum FC/no
Ready made-same RM
Time on Art Ton A

Freedom in curriculum FC/yes
Student stress SS
Teacher stress TS

UNCOORDINATED, not
collaborating
UC
professional development
PD or NoPD
Over-Testing OR TEST
DRIVEN
OT
Partial input PI

No art resources
RN
ON-LINE ROL
Use of art teacher

Art books
RAB
Teachers' store TS
Children’s book CB
Information subject books
RISB
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Art as Enjoy ment
AEnjoy
Understanding methods &
strategies in teaching art
MSTA
Art as everything Aever
Communication Acorn
Necessary AN
Into to Artists IA
Enriching AEn
Representation A Rep
Abstract AAb

Ample budget
AB
As a prep period
APP
No contact w/art teacher
NC
On request OR
Uses art teacher as a
resource
UATR

TIME LIMITATIONS
TL
Classroom teacher Over
Whelmed CTOVV
Logistics of the school LS
State & National Program
priorities PP
Sports priorities SP

Assessment of students
in art activities &
academics

FORMAL ASSESSEMNT
FA
NOT QUALIFIED NQ
Accountability of Classroom
TeachersACT
Standard testing effects STE/neg
STE/pos
Completion of task CT
Know ledge based KB

ASSESSMENT ON
CLASSROOM SUBJECT
CSA
Alternate assessment AA

Understanding of art
Parson’s Levels
UA/4

IJA/l

UA/2

UA/3

UA/5
Understanding of artists
U/of A-l low
U/of A 2
U/of A3 high

Self-assessed Art knowledge
Low AKL
Medium AKM
High AKH
Art Value
High AVH
Medium AVM
Low AVL

Confidence in art

High
CH
High/crisis
AH
Artists as different
AasD

Medium
CM
Medium
AM
self not artistic
SNA

Awareness of art
standards, and curriculum
objectives
AAS/no
AAS/yes
Awareness of art
development & theory or
approaches ADT/yes
ADT/ no
Low/crisis
CL
Low
AL
self artistic
SA

Adequate prep in art
APA
Professional Development PD

Inadequate prep art
IPA
Art activities
AAct
Yes, no, some
Neutral/ none
Encouragement
PNE
No Memories
NMP

Well versed
WPA NWPA (not)
Past Teaching Experience
Positive PTE/Pos or
PTE/Neg Negative
Low encouragement
PLE

Neutral/ none
Encouragement
SNE
Used lots of materials
LM
Teacher Instruction/lacking
TIL
Teacher Instruction adequate
TIA
Exceptional TIE

Low encouragement
SLE
Teacher-directed Holiday
art TD/Hol

Participation & effort
PEA
Behavior AB
Knowing the student
KS

Art anxiety
Belief in talent
BT
Art preparation
Compensates
Comp
Past Parental
Influence
Discouragement
PD
Past School Influence

Discouragement
SD
No Memories
NMT
Teacher directed
holiday art TD/HOL
Personal Tastes in Art
Art
Enjoyment/A ppreciati
on
Preference to a medium
or technique PMT

High/encouragement
PE
Parent engages!ed) in art
PEA
High/encouragement
SE
Art w/Classroom teacher only
Aw/Ct
Art w/art teacher Aw/AT
Teacher Directed TD
Teacher Open ended TOE
Teacher Favorites TF
Disliked Teacher DT
Loved the teacher TL
Eccentric TE
In control PIC
High
AEH

Developmental
Evaluation
DE
Visual Appeal VA

Crafts PC
Medium
A EM
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NO ASSESSMENT
NA
Art Production AP
NO IDEA HOW NIH
Trusting Teachers TT
Portfolio
PA
Standards Based art SBA

Teacher Clear assessor
TCA
Teacher unclear assessor
TUA

Personal Likes PL
Low crisis
A EL
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